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The Silparatnakosa is a 17th century 
Orissan text composed by Sthapaka 
Niranjana Mahapatra, describing all tite 
parts of the temple and the most impor- 
tant temple types of Orissa, such as the 
Manjusri and Khakara. It also contains 
a tection on sculpture (Masadamurt) 
ancKan appendix dn image-making 
(Pratimalaksana}). This text, though 
much later than the tentples described, 
reflects the still living tradition and it 
contributes much to clarify the termi- 
nology of Orissam temple architecture. 
It contains interesting refergpces to tive 
symbolism "of the téyple and its ele- 
ments. The fnost important contribu- 
tion ‘Of this text, nowever, lieg in the 
identification of the Manjusri temple 
with the Sricakra, which has helped the 
authors to ré-identif/° the Rajarani 
temple at Bhubaneswar as a temple dedi-e 
cateti to Raj~rajesvari in the form of a 
Sricakra. ” 

The text has been edited from 
three palmleaf MSS and translated with 
numerous illustrations (line-drawings 
and plates). The glossary adds to the 
usefulness of the book: This teat is an 
important addition tp the Silpa/Vastu 
literature ppblished so far, and it will be 
very usefitl to all those interested in 
Orissan temple architecture. 
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FOREWORD 


The Silparatnukosa by Sthapaka*Niranjana Maqhapatra is the sytteenth in 
the series of Kalamilasastra. Although many Vastu texts are plagned in this 
series, this is the first to be printed» Iteis hoped that in the course of the next 
year Similar texts uch as the Mayamata ard AManasollasa will be ‘published. 
Despite the fatt that the Silparatnakosa i is a late text ettributeg to the seven- 
teenth century, it has an importance from different points of view. Its structure 
and contents differ significantly from the contehts af other Orissan texts, par- 
ticularly the Silpa Prakasa and the Silpasarini. Neverthelgss, all thése texts 
are distinctivelye Orissan in ‘character. Besides, they belong to .a Pan-Indian 
tradition in se far as the temple corresponds’ to the image of Mn and that the 
ground plan and elevation ¢oncretize the concept of * Purusa’ on the micro and 
macro. levels. The Silpasarint develops tfe mahaprasasta pancaratha prasaqa’ 
on the geonjétrical motif of the square. The ground plans of most other Indian 
temples are also based onthe geometrical motif of the square, circle or ellipse. 
The Silparatnakosa accepts the basic symbolical identification of tlie parts of the 
rekha temple fo the body of the divine*person (Puruga). How ever, the governing 
geometrical motif of the Manjusri type of temple is the Sriyantra. Logically, 
this type of temple i is called Manjusri, both signifying the’ feminine principle 
and goddess Sri. Few Indian texts have given attention to the Manju$sri type of 
temple plans built in the shape of the Sricakra, both ground plan and elevation. 
For this oné reason alone, the Silparatnakosa assumes°importance in the textual 
corpus of Indian architecture. 

Divided into two sections on terpple architecture and temple sculpture, the 
Silparatnakosa elaborates on, the rekha type of temples and details the shape, 
size and measure of the different architectural members from the pitha to the 
Kalasa. Of great interest is the detailed account of the placements of the naga 
and vyala motifs. This detailed acoount of the rekha *rdasada is followed by a 
lucid description of the Manjusri type of temples. The author declares: “The 
Manjusri is a*mMost beautiful variety of the rekha type of temple.” 

In Part II on Temple Sculpture the ‘author is concerned with sculpture 
(Prasadamirti), an integral part of temple architecture. The programme of 
the placement of the figures is outlined, while pertinently dividing the images 
into those of worship (arca) and those for decoration (mandana). More signifi- 
cant’is the’ classification of the images into avyakta and vyakta (unmanifest and 
ménifest). It is onlys after the author has stated the broad classification that he 
dwells on the techniques, of making images. 

A perusal of this text is convincing proof of a distinctive Indian vision, 
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approach. methodology. and technique of not only architectyre but also the 
other arts. 

The visualiser. the composer and, the sthapati aecept a single basic grid at 
the level of macro or micro architecture. Purusa or Sakti serving as a model. 
He concrttizes this vision through settifig ‘up a series ot correspondences in 
theme, content, formal elements, and, most fundamental of all, a mathematical 
or geometrical shape and form which détermines measure, be it in architecture, 
sculpture, drama, poetry, muaic or dance. The Silparqtnat:osa systematically 
establishes these correlations by accepting the Sriyantra as a basic design grid, 
imbues’ it with symbolic sjgnificapce and then expands both the ground plan 
as also the elevation. The i images on the outer walls of the‘temple as in the 
Rajarani Temple in Orissa are parts of a single vision where each image serves 
a geometrical or symbolical function in relation to the basic Yantra and is also 
a dramatis persona in a larger mythical choreography. 

Between these two layers of an abstract geometrical paradigm and its mani- 
festation through figurative art, as specific images, there are duher layers. Con- 
currently, the temple is Purusa (as rekha prasada) and is also Magjjusr7, but it 
is also symbolic of the five elements (mahabhutas) as well’ as the three gunas. 
Thus the physical structure of the temple is a coordinate of multiple ‘levels of 
consciousness almost /ike tne staff lines of music notation. A reading of the text 
makes it clear that the system of establishing correspondences was sensitively 
understood and practised until the 17th century. This text is also important 
because it is codifying an existing tradition and an actual architectural practice 
rather than laying down guidelines or ground rules for the making of temples. 
Dr Bettina Baumer’s detailed analysis of the Rajarani temple as'a Manijusri 
type of temple based on the Sricakra is therefore most welcome. 

Bettina Baumer and Rajendra Prasad Das, who have so assiduously edited 
the text. have raised important questions regarding the nature of the textual 
tradition in regard to Sastras in the introduction. These issues assume a new 
validity in the context of the modern discourse, on what constitutes a text, 
whose text, and what cext, and for whoin? Medieval Indian writers of the 
Sastras may not have been participants to a modern discourse but they were 
certainly anticipators of this discourse. For them the text, specially the Sastra, 
was not prescriptive, fixed, nor was it theory, understood in its usual connota- 
tion. Instead it was indeed flexible and fluid, immutable in regard to certain 
guiding principles but with an inbuilt capacity for change, flexibility and varied 
interpretation. Thus the text and the practice interpenetrated and walked in 
and out of each other. The importance of the text (Sastra) is not as theory 
but a written record or framework of historical contemperary practice. The 
tendency to evaluate these texts merely on the basis ,of early or late therefore 
needs reconsideration. This is as true of filparatnakosa and other texts on ar- 
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chitecture as it is of texts on Music published by the Indira Gandhi National 
Centre for the Arts (especialy the Brhaddesi). I hope that a careful reading of 
these carefully edifjed texts tn the different arts will enable future art-historians 
to be aware of the deeper dynamics of the creative and critical,discourse within 
the tradition. a 

I hope that the publication of this text will stimulate further discussion 
both on the particular text, on the termfnology of Orissan temple architecture 
as also on many questions which the distinguished Editor has raised in her 
Introduction. The Indira Gandhi National Centre for the Arts is grateful to 
her and Sri Rajendra Prasad Das for having «indertaken to critically edit and 
translate this text’? 


Kapila Vatsyayan 
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INTRODUCTION 


There is one timel¢ss way of building. It 
is thousands of years old, And the same 
today as it has always ben. The great 
traditional buildings of the,past, the vil- 
lages’and tents and temples in which man 
feels at home have always been made by 
people who were very close to “the center 
of £his wa}. 

Christopher Alerander 


The Text 


The. Silpasastre presented here is a livifig testimony to the fact that the Silpa 
tradition } Jf Orissa ‘continued practically urtbroken up to the present day. The 
text was composed i in 1620 A.D. pr 1542 of the Saka era, i.e. ten to four centuries 
after the construction of the témples of Bhubaneswar, Konarka and others which 
it describes, One might ask, what was the purpose of qomposing such a text ijn 
the 17th century? It seems that it served as a practical architectyral dictionary 
(kosa) to the students of Silpa and ,Sthapatya, first, to let them understand 
the existing historical temples in all their parts, and second, to assist them 
in the construction of temples following the same age-old prescriptions and 
rules whi¢h had bestowed sanctity and beauty (these being inseparable) on the 
Orissan temples. * 

Another important function of such a text, which it can fulfil even today, is 
to reveal the symbolic significance of the temple and all its parts, a significance 
which is easily forgotten. After studying its content, one will look at the temples 
with new eyes, and discover hidden aspects which a superficial view, and even a 
purely archaeological description or art-historical anblysis, cannot unravel. In 
any art-form, a knowledge of its principles, symbolism and form-language leads 
to a fuller aBpprecjation. One may enjoy Indian classical music without any 
knowledge of the ragas and tdalgs, but the more one knows and can recognize 
each raga and tala with their subtleties, the greater and more appropriate will 
be the enjoyment of ‘music. Thus the function of theory in the Sastras of the 
Indian Arts is far more than a technical aid for the practitioner. 

° Just as ptdetry uses language i in a free way, yet it has to follow the rules of 
grammar, so the Silpasastra contains a grammar of the form-language of a given 
art, its content and style. ‘A grammar always gives rules for possible combina- 
tions of words forming’sentences, and similarly our text describes form-elements 
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which can be variously combined and applied. The description is ‘therefore not 
simply sequential, but often topical. For example, whrere the context requires 
the description of a pillar, this leads the author to describe all possible shapes 
of pillars, although they may belong to other parts of the tempfe than the one 
under study This ‘methodojogs, which resehbles the enumetation of gram- 
matical formg, has to “be kept in mind, while trying to understand the text. 
Architecture consists of structures and patterns which are repeated, and where 
the details and the whole are ina harmonious relationship. «A modern atrchi- 
tect like Christopher Alexander speaks of the same laws governing architecture: 
“The structure of the language is created By the network of connections among 
individual patterns: and the language lives, or not, as a totality, to the degree 
these patterns forma whole.”! 

Of course, a kosa is not a technical manual of ‘construction, but one has 
always to place such texts in the cofitexte of the living practical tradition. This 
is true of almost all classes of Sastra in India, which often ‘appear to be dry 
enumerations of definitions or instructions, if they are not combined with, a 
living guru-paramparda, which can fill each word, sutra or sloka with’ meaning. 
Thus, even today, sthapatis in QP rissa quote verses from the Silparatnakosa, 
relating them to temple construction, and not ‘merely to the description of 
existing temples. ff thjs text had not been useful for them, they would not 
have taken the trouble to recopy it up to the 19th century, even though, from 
a literary point of view, each recopying involved a deterioration of the textual 
tradition. 

The text says clearly that it is meant only for the community of sthapatis and 
should not be given to outsiders. This is one of the indications that*the silpis 
and sthapatis, the architects, sculptors and craftsmen, just as other traditional 
groups, were jealously guarding their own respective tradition - not because 
it contained any secret doctrings or rituals, but because the knowledge which 
by tradition belonged to a certain community was not supposed to be divulged 
to another group. The other indication that this text is not the product of 
learned pandits can be f¢und in its language, which is, in Keith’s words, “a 
pretence of Sanskrit.”? We shall deal with the problem of the language of the 
text separately. , 

Recent research has thrown much light on the nature and function of Silpa- 
Ssastras and their relation to existing monuments and works of art. In order to 
understand the function of the text, it will be useful to reflect upon the most 
important methodological points. For a long time textual and art-historical 
studies moved on parallel lines without meeting and enriching each other. This 
situation has changed drastically, with the’result that we now have a better 


3 The Timeless Way of Building, p. xir ? A.B. Keith, A Hisfory of Sanskrit Literature, 
Oxford 1928, p. 464. 
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contextual basis for understanding Indian art. T.S. Maxwell, in an article “Silpa 
versus Sastra”,?3 has given a penetrating analysis of the role of Silpasastras 
in the Indian artistic traditfon and in the evaluation of Indian att. About 
the nature of thesé texts he says, “it must on the face of it be unlikely that 
such texts, though east in what we take to be a shastric form) were ever used 
as on-site instruction manuals. Their purpose was, Tather? to presey've what 
Could be remembered of former traditiqns and recent conventions and to discuss 
such obviously associated issues as aesthetic theory. They seem to have been 
designed to enter the main tradition as sastra alongside silpa as its 5 Complement, 

but not as detailed commentary or explanation... Those texts epitomised’ and 
consolidated the cujture in which the artist lived end ‘worked, and from which 
he drew his inspiration.” (ibid., pp. 10-11) Against the opinion that ‘there 
must be a uniform “anon and ttrminology, he stresses the flexibility of art and 
of the artist even in the most traditional, culture. The Silparatnakosa hints 
several times at this attistic freedom. “In fact, ” says Maxwell, “there exists no 
single canon, and cgrtainly no single authoritative text. for any of the Indian 
arts. There iseno Panini at any stage in the development of sculpture; art is. 
not reducible fh this way because it cannot stand Still. Artistic creation being 
a process, every» work of art — a temple, a sculpture - I to the artist a project 
abandoned along the path of a continuous pursuit...} (ibid., ‘Pp. 13). This 
flexibility also applies to the regional idiom, in style ନ terminology. Again, 
Maxwell says about the function of Silpasastra that “it supports, rather’ than 
censors art.” (Ibid., p. 15) The controversy of whether it should be considered 
to be prescriptive or descriptive is no Jongér valid in the light of Maxwell's 
observations. eFhis appréach will help us to look at the text with the right 
perspective. 


The Conception of the Temple 


The Silparatnakosa, like most Silpasastras, is not a speculative but a tech- 
nical text. It does not elaborate dn the basic principles qf architecture or the 
theology of the temple. Yet, being grounded in the tradition, it contains a clear 
symbolical conception of the temple which is consistent throughout thé whole 
text. This conception is known to us from the Agni Purana: 


One should meditate oh the Lord of the temple as embodiment of 
splendour (vairajardpam), ‘Lord of the gods’, 


then the wise should -imagine the whole temple as Purusa.* 


a lg ———————— . 

3 Published in: A.L. Dallapicola (ed.), ShastricsTraditions in Indian Arts, pp. 5-15. + Agni 
Purana’ 61.11, cf. S. Kramr#sch “The Temple as Pyrusa”, in: Pramod Chandra (ed.), Studies 
tn Indian Temple Architecture, Bombay (American Institute of Indian Studies) 1975, pp. 
40-46. ° 
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Other texts, such as the Silparatna (16th cent.), also refer to this symbolism 
of the body of the divine Person,° Purusa meaning here the cosmic Being in 
human fom. The body of the Purusa is the outet,form, so to speak, the sthila 
sarira, in which the other, subtle or spiritual body of the G6d dwells. However 
our text does not speak of the interior. of the temple, nor eof the image within 
the garbhagrha, as the divine presence. This has to be inferred or rather is 
assumed to be known. 

The symbolical identification of the parts of the tempje, from plinth to the 
kalasa, with the body is applied to the rekha prasada (SRK v. 6). At first 
the fourteen ‘parts of the vertical divisions of the temple are identified with 
fourteen parts of the human body {vv. 7-15) in a rather realistic way (e.g. 
the five mouldings of the pancakarma are the five toes of the feet, etc.). Later 
(v. 273), with the addition of even the ayudha and dhvogja (the emblem on 
top and the flag), the whole body gf the Purusa is made to gorsist of sixteen 
parts, sixteen being the number of Completeness (soda$sakala purusa).° That 
the temple as the body of the Purusa i is a living body beqomes evident when 
.the text speaks of the hole on the upper part of the sikhara aee-the “breath of 
the raha” (rahasvasa, v. 351). 

Another fundamental conception is that ‘of the five elements, which assume 
visible shape in the temple: “As the #vorld is created from the ‘five elements, 
so the sikhara is (also) conceived.” (v. 84). The five parts of the panicakarma 
represent the five elements: the khura is the earth tattva, the kumbha stands 
for water, the patta stands for fire, the kanika represents wind and the vasanta 
symbolizes vyoman or space (vv. 84-101). There is an inner logic in these 
identifications, though it may not be evident in each case. The elements are 
not applied here to all the parts of the sikhara, but only to the pancakarma, 
because the fivesmahabhutas are the basis of the other ‘tattvas, whether in the 
Samkhya list of 25, or in the Agamic conception of 36 tattvas. The basic idea 
is of course that the temple is a microcosm which corresponds to the creation 
of the macrocosm. 

Similarly the three gunas (tamas, rgjas, sattva), constituting the nature of 
reality, find their expresston in different contexts. They are used as an inter- 
pretative scheme in many Sastras. Our text refers to them,in two contexts. 
First while describing the three .main parts of the Sikhara, the author estab- 
lishes their harmonious relationship, as compared to the balance of the three 
gunas (cf. vv. 138- 139). Here a symbolical identity of the pada (base) with 
tamas (the heavy and solid quality), of grha (niche) with rajas (the active and 
dynamic quality) since the image is contained in the niche,,and of cula (crest 
or crown) with sativa (the transparent and bright quality), is implied. Again, 


* Cf. 16. 114: ° Cf. B. Baumer, “Purusga”, int Ralatgttuakosa Vol. 1, Delhi 1988, pp: 
23-40. I 
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in the context of describing the nature of images (cf. PL vv. 18-21), the three 
types of expressions, lasya, ugra and bhayankara, i.e. peaceful (gentle), power- 
ful and terrifying, are identifted with sattvas rajas and tamas respectively. Any 
image will fit one of these categories. Their bodily features should reflect any 
one of these qualities, according to theif nature. 

The author has given special emphasis to certain features of Oris¢an tem- 
ples, such as the nagas, the viralas, thé vdjramastaka motif, and the miniature 
spires or ‘vimanikas. These features, though not &éxctusively of Orissan tradition, 
constitute prominent elements which are unique to the Or4ssan teneples. 


Manjusri and Sriyantra 


The greatest comtribution of this text to our understanding of he Hindu 
temple lies undoubtedly in its descriptione of fhe Manjusri temple type ase a 
Sriyantra. In fact, there may Be only few Silpasastra texts which provide such 
clear hints of the identification of the tempfe with the Sriyantra, both being 
equated with tht body and temple of Mother Sri. ? The name Maniju$sri can 
therefore be translated ‘as “thé beautiful temple of Sst”, and the text says clearly 
that it is meant only for Sakti. ft is also called misragarbha gor misrarekha, 
vimanagarbhaka, saptangagarbha or vimdnamauli, because the body of the spire 
is covered by miniature spires (vimanikas or sikharikas). The mos} perfect 
example of the Manijusri type is the Rajargni temple at Bhubaneswar. We'shall 
return to the matter of its new identification. 

Before giving an interpretation of the temple as Sriyantra, let us examine 
the passages | of the text which provide clues to this identification. 

In general, the rekKa temple is said to be in the form of Purusa, an the 
Manju$ri is called “ ‘a yantra- temple, with four enclosures and elofty spire” (vv. 
393-394), hinting at the two dimensions of the yantra the flat bhuprastara, and 
the elevated, three-dimensional meruprastara. ‘When it says that the temple 
is built in the shape of the Sricakra (v. 377), both the ground-plan and ele- 
vation are implied. Besides, there is a correspondence between the number of 
24 Saktis in the. Sriyantra and the 24 vimanikas or small spires (v. 391). The 
groups of associat&d Saktis are mentioned as Sadangayuvatis, starting with 
Anangamekhala (vv. 383- 384), and, ‘the whole temple is said to be for the 
ganasaktis, «he emanationS of Tripurasundari! (v. 396). The fourteen sikharikas 
which cover the garbha correspond to the caturdasara or fourteen cakras of the 
Sriyantra (v. 391). Again the number sixteen, according to another counting of 
the sikharikas, indicates the name of Sodas, to whom this temple is dedicated 
(v. 388). 


? Cf. the article by Gopinath Kaviraj with this title: “The Temple of Mother Sri, in: Bharata 
Manisha Quarterly, Vol. [; No. 1, Agril 1975, pp. 5-15. 
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Finally, the bindu, the central point of the Sricakra, is ddentified with the 
kalasa crowning the temple, and the vrtta or cenfral circle of the Sricakra with 
the amalaka. This statement implies a deeper symbolism, since bindu means 
not only ‘point’, but also ‘drop’, mainly the drop of nectar, and the creative 
principle issued from Sma® The kaluSsa contains the ‘drop’ of amrta which 
fertilize#® the whole temple. The bindu is at the centre and is conceived to be 
directly above the centre of the gaYbhagrha which contains the deity in any 
form, whether as a murti, # liga or a yantra. 

The Sakti-natur® of the temple is further hinted at when the author de- 
scribes the two raha-sikharas, ¢he smaller one of which is “contained” in the 
larger one, as “mother and” child” (vv. 370 ff.). In fact, the two appear like 
a mother holdtng a child in her lap. Here thg term ‘garbha’ for the body of 
the Sikhara has its full justification: it is really the mothet’s wgmb. Nor is it 
by chance that many of the synon¢mous names of Mafnjusri tontain the word 
garbha, hinting at the mother-element of the temple.® 

In fact, the Rajarani ManjuSsri temple contains many mother- images (matr- 
murti) on the different parts of the sikhara.!° Even otherwise the temple abounds 
in female figures, some of witich can be identified as Devis. Even where they only 
appear as alasa- kanyas, they obviously represent the ganasaktis.in a concealed 
form. The feminire, or Sakti-nature, ‘of the temple is such that even the four 
Bhaiyavas crouehing in front of the beki at the top are represented as Bhairavis 
(v. 389).1! The male figures on the Rajarani are reduced to the dikpalas, to 
Siva as Nataraja, to the image ef a king with his queen under an umbrella, 
apart from yogis, worshippers and the mithunas. Thus the temple becomes a 
celebration of the Sakti element of creation in a multitude of forms, including 
nagis rising up from the netherworld. 

The symbolism described so «ar leads us to the levels of cogrespondences 
underlying the conception of the temple as Srtyantra. 

The temple in its solid, mountain-like elevation represents the adhibhautika 
aspect, the externa] manifestation of the Sriyantra as Meruprastara. The 
Sriyantra underlying it is the adhidaivika aspect, the microcosm containing 
the detties and gaktis. The human body is the adhyatmika aspect, in which all 
this symbolism is experienced and internalized. Thusethe three levels can be 
identified according to different equations: the human body is the temple of the 
Divine*Energy, and vice versa, the temple is the body of Sakti. The Sriyantra 
is the temple and, vice versa, the temple is the solid Sriyantra. The Sriyantra 


¢ Cf. HN. Chakravarty, “Bindu”, in: Kalatattvakosa, Vol. 11, ed. by B.Baumer, Delhi 1992, 
pp. 1-24. ® Since the text does not speak about the ,interipr of the temple, the term 
garbha is hardly ever used for the garbhdgrha or senctum. "Cf, v. 450. 3° There is also 
one father-and-child image in the recess at the north eastefn jarnigha. VU On the sikhara of 
Rajarani they are female in appearance and expression, although their bodies are not female. 
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is internalized in he worshipper’s body, and thus an integration of the three 
levels is operated. The exterpal, the internal and the symbolical dimensions of 
worship are combiped and bestow meaningson each other. 

Let us now examine the exact correspondences between Manjusri 4nd the 
Sriyantra. 

The parts of the Sricakra are identified with the following parts ofthe tem- 
ple, moving from the outer to the innér lévels: 


1. bhupura (outer enclosure) with pitha (plinth); 

trivalaya (three circles) with pancakarmé4 {base) 

16 petalled lotus with the lower jangha and its 16 saktisy 

8 petalled lotus with the upper jangha; 

caturdasara (14 triangles) with 14 sekharikas at the level above melana; 


10 outer-teianglesewith 8 anuraha sikharikds and 2 rahas; 


se 


10 inner triangles with 4 kgnakas, 2 rahas ‘and 4 intersections between 
anurdahés and anartha; 


8. 8 triangles with 2 rahas, 4 anarthas adjoining the east-west rghda and.2 
konakas (at the level below visama\; 


9. trikona (central triangle) with 3 Bhair&vis on the beki (the triangle point- 
ing south), whose leads are outside the circle of the amalaka; 


10. vrtta or the inner, circle with amalaka; 


11. bindu dt the central point with Kalasa. In the Srjyantra it is taken together 
with the central trikona. 


Some of these identifications are ‘explicitly found in the text, while the others 
can be construed as above. 

In the Sricakra, the five inner elements are called Sakticakras 2nd the 
four outer elements Sivacakras. In e«the process of integration the external 
or Sivacakras are absorbed in the inner or Sakticakras.!? The caturavarana 
indicates the four avaranas or enclosures of the Sriyantra, when the °4 outer 
Sivacakras (8 petalled lotus, 16 petalled lotus, the 3 circles and the bhupura) 
are absorbed into the 4 Sakticakras. The Sakticakras, when considered as 
konas or triangles, are counted as 5, i.e. the central triangle containing the 
2? Laksmidhara in his comm. on Suundaryalahdri, v. 9 quotes from the Bhairavayamala: 


trikone baindavam slistam astare’stadalambujam, dasarayossodasaram bhiugrham bhu- 
vandascakre. 
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bindu, which is enclosed by the astara or the circle of 8 triarigles, enclosed by 
the inner 10 triangles, enclosed by outer 10 triangles which in turn are enclosed 
by the 14 triangles; but when considered as cakrae or circles, they are reduced 
to four by combjning the pair of dasara triangles in the circle. This is the result 
(parinama):13 
1. Trikona (triangle at the core of Sricakra) enclosure absorbing 8 petalle¢® 
lotus enclosure; 


2. the enclosure formed by the 8 triangles absorbing the 16 petalled lotus 
enclosure; ' 


3. ‘the enclogure formed bythe pair of 10 triangles absorbing the 3 circles 
(mekhalatraya); end 


4. the enclosure formed by the 14 triangles (caturgasard) absorbing the 
bhupura. 


ZL NRG 
AVA YAYARN 


Griyantra 
13 Laksmidhara on Saundaryalahart, v. 11, (p. 31, Mysore ed.}., 
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The trikona contains the circle (= amalaka + kalasa taken together) or the 
bindu (represented by the nesk part). 

Laksmidhara, in his commentary on the Saundaryalaharti,!5 quotes a verse 
from the Bhagavatamatarahasya whigh summarizes the integration of the Siva- 
cakras and Sakticakras, saying: “The a is to Be known as consisting of 
iva and Sakti (- cakras), it is verily the body of Siva and Sakti (together).” 

This integration of the Siva and Sakti aspects is nranifested in the temple 
architecturally as well as iconographically. Until* recently it was not possible 
to recognize this symbolism, because the key to its intérpretatdn was miss- 
ing. Once this key has been identified as tht eSpiyantra with its symbolism, 
many unidentified iconographical representatiors on the temple can be ifdenti- 
fied. Thus so far the pithagrhas at the south and north side below the central 
rahas had begn understood to contain Linga-worship by ‘Saiva ascetits. A closer 
look at the scene on the southern grha reveals as object of worship a linga-like . 
shaft crowned by a Meruprastara-yantra. ‘This had beenemostly mistaken to be 
a Linga covered, with flower garlands. But in fact, such a tradition of the com- 
bination Of Linga and Stiyantra existed and traces of it can still be found. The 
worship of the Sivalinga at Pasupatirath in Nepal fontains an element when the 
Sriyantra is drawn with sandalwood paste on its top. OQbViously-the symbolism 
implies the integration of Siva and Sakti. The Rajarani stene can clearly be 
identified as a worship of the Linga crowned by the Sriyantra-Meru.!® 

Besides, we find Siva Nataraja in a so@thern khuragrha, and Parvati dancing 
in a northern khuragrha.!” Thus the staticeand dynamic aspects of Siva and 
Sakti are both present. «“Here spanda, vibration or rhythm, the attribute of 
Sakti, and aspanda, non-tibration, the attribute of Siva, merge, ever remaining 
in a state,of equiibeom and non-duality.” !8 

As is wellknown, the Sriyantra is worshipped in two ways: srstikrama and 
samharakrama, the first moving from within outside, and the second moving 
from the outer to the inner cakras. In the case of the temple this dynamism 
of the two ways of worship can ‘also be followed: vieweg from the south the 
five Sakti triangles face the worshipper, and it is here also where he sees the 
Merupija. Approached from the north the four Siva triangles face the Worship- 
per, as well as the Lingapiuja at the pitha level. 

This brings us to the adhyatmika interpretation of the temple. The niche 
below the western centra] nisa at the talagarbhika level contains the marriage 
scene of Siva and Parvati, and is flanked by two slender nagastambhas with two 
ndgis on each side. The northern and southern nisas, each have two pairs of 
nagas in the same position. The symbolism points to the subtle body in Tantric 


Oe OO PO a Ce 
“14 Cf. Laksmidhara’s comm. on v. ‘11 of Saunddryalahars, (p. 31, Mysore ed.). 3 On v. 
9, (p.*20, Mysore ed.). {£6 See. Plates: 25 and 26. “ See Plates 27 and 28. ° Gopinath 
Kaviraj, art. cit. p. 15. 
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Yoga: the ndagas represent the Kundalini sakti which is latent at the base and 
which, when awakened, rises up in the form of thg supreme Sakti kundalint (cf. 
vv. 145- 147). The central part of, the sikhara is*the place, of the integration 
of the {wo poles: the two energies of Siva, and Sakti, the male and the female, 
the two breaths prana ared apana uniting in the uprising udana, or, in different 
terminol6gy, the two nadis ida and pingala meeting in the central susumna. This 
integration is symbolically representéd ih the marriage of Siva and Parvati, an 
integration and union of the wd sides of the temple, the lifiga being represented 
at the pithaggsha in the north, and the Sriyantra at the corresponding central 
pithagrha in the south. 

The divine energy, kundalinz, rises up through the spire of the visible temple, 
as it does through the central channel in the bpdy of the worshipper or yogin 
until it reaches the sahasrara, which in the temple is symbolized by the kalasa 
at the top of the spire. It then transcends it in the dvadasanta, on the temple 
symbolized by the ayudha and dhvaja. 


Rajarani-Rajarajesvari 


The Rajarani temple does not contain a deity in the sanctum sanctorum. 
This raises several questions. For example, was it a temple at all? If so what was 
its sectarian identity? If it was a Saiva shrine, did it originally contain a Marti or 
a Siva Linga? Mano Mohan Ganguly has rejected the theory of its being a plea- 
sure resort for the king of Orissa and his consort as “utterly baseless” .!? While 
concluding that it was a temple, he is doubtful about the installation of the idol, 
presuming that the “installation ceremony might have been abandoned by some 
inauspicious event happening in the royal household.”?® He concludes however 
“that the temple was intended for, enshrjning an image and not a lingam” and 
proceeds to suggest, on the basis of the carved “petals of lotus” on its “khura 
pristha” that it “was meant for being dedicated to Vishnu”.?! While supporting 
Ganguly’s rejection of the “pleasure resort” theory, Panigrahi rejects Ganguly’s 
conclusion that it was a Vaisnava shriue. According to Panigrahi, Rajarani 
was a Saiva temple and its original name was Indresvara. For Panigrahi, the 
occurrence of Saiva dvarapala figures on the door jambs of thé Jagamohana and 
LakulisSa and associates on its lintel, the scenes of linga-worship on the pitha 
niches below the south and north rahas, the four-armed Parvati in a khuragrha 
adjoining the southern junction and the depiction of Siva’s marriage below the 
western nisa coupled with the fact that ‘he temple has been described as In- 
dresvara in the local Sanskrit works “leave little room for doubt that it was 
a Saiva shrine.”?? Offering an explanation for the absence of a deity in the 


19 Orissa and Her Remains, p. 312. 2° Ibid., p. 313. 21 Ibid., p. 113. 4# KC; 
Panigrahi, Archaeological Remains at Bhubaneswar, pp. 94-97. 
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temple, Panigrahi suggests that the “exigency of removing the presiding deity 
probably arose when the Jagamohana collapsed blocking the way to the cella 
of the main temple.” ?3 I 

The presence of Saiva dvarapalas as well as other Saiva sculptural depictions 
does not preclude the possibility thét Rajarani was g Devi temple of Srividya 
dradition, in which the Sriyantra i is regarded as the embodiment of Both Siva 
ମଣ Sakti (sivayorvapuh). It may be noted that some of the eighteen Acaryas 
of the Pasupata sect such as Atri, Agastya etc..arg also regarded as préponents 
of various Srividya traditions. 

It has been shown elsewhere, in connectiop with the Linga-worship panels, 
.that the so-called “Linga worship” on the pithag?ha belaw the south raha is more 
likely to be Sriyantra worship. The significance of the depiction of Sriyantra 
worship on the south side and Linga-worship on the north has also been dis- 
cussed. Panlgrahi’s identification of Rajiararf as a Siva temple {is primarily 
based on his reliance’ on what he calls “the local Sanskrit texts” such as the 
Ekamzva Purana, kkamra-candrika, Svarnadri-mahodaya, and Kapila Samhita, 
which name 2° temple to the east of the Siddhesvara temple in the Muktesvara- 
complex as Indresvar2. It if thus necessary to examine the reliability of these 
texts in providing authentic histotical data. Of these texts, the Ekamra Purana 
is considered the earliest, dating backeto the 14th century according to Pan- 
igrahi (p. 22), or the 15th century according to Dhal (editor of the critical 
edition).** This work may however be considerably later, as’ one of its major 
themes - the story of the demons Krti and Vasa - first appears in the Oriya 
epic Sarala Mahabharata which was composed in the 15th century. Moreover 
the Ekamra Purana is only referred to by the Orissan Smrti writers from the 
early part of the 18th century. These texts are primarily in the nature of Sthala 
Puranas ‘or Mahatmyas, whose avowed purpose was to extol A particular ksetra 
- here the Ekamra ksetra. While such texts may be excellent as compendia of 
sacred myths and ritualistic lore, they contain-little. material of historical value. 
For instance, the Brahmesvara and Ananta Vasudeva temples are known to 
have been built by historical personse— the former by Folavati, the mother of 
Uddyota Kesari, around the middle of the eleventh century, and the latter in 
1278 A.D. by Canrdrika, sister of the Ganga king Narasimhadeva I, who built the 
Sun-temple of Konarka. However, the Ekamra Purana ascribes them to Brahma 
and Visnuy respectively! +Yet, after identifying Indresvara as Rajarani, Panigrahi 
proceeds to suggest that its builder Indra was none other than Indraratha,?® 
one of the Somavameéi kings. In this context it is significant that, while listing 
the paja mantras, sacred days and rituals connected with many of the temples, 
the Ehamra Purana js silent about its alleged Indresvara. It is thus reasonable 


233 Ibid., p. 97. 24 U.M., Dhal (ed.), The Ekamr6e Purana, New Delhi 1986, p. 12. 
2% Panigrahi, op. cit., p. 249. ° 
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to conclude that the author of the Ekamra Purana, who ascribes Brahmesvara 
to Brahma (p. 102), Bhaskaresvara to the Sun (p. 120), Yamesvara to Yama 
(p.- 128), and Ananta Vasudeva to Visnu (p. 147), felt it necessary to ascribe 
a temple to Indra. king of gods, lord of Amaravati, and dikpala of the East. 
He found Rajara3ni an eminently suitab’e candidate, being-m the East and pos- 
sessing dnique architectural and decorative features which invite comparison 
with the abode of Indra. He thus named it Indresvara, almost at the end of his 
enumerdtion (p. 179). From its silence on the subject of rjtuals of ‘Indresvara’, 
it is obvious that, at the time of the composition of the Ekamra Purana, the 
earlier Sriviaya tradition had been lost, and the absence of any deity in the 
sanictum sanctorum made it im.possible to associate anv ritual or festival with 
this temple. It is possible that originally a Sriyantra was installed in the centre 
of the sanctum. 

Another theory which had been advanced to explain the ngm® “Rajarani”, 
‘namely that it is derived from the kind of sandstone used, has already been 
rejected by Debala Mitra.?° The local name of the stong as rajaranja has 
certainly been derived from the temple and not vice versa. But Pebala Mitra is 
also uncertain about the deity of this temple and only hirts at indications of its 
“Saiva association.” One has to realize that popular tradition is‘often nearer to 
the truth than ‘academic speculations. Thus the very fact that the temple has 
retained its name R&jarani, and that there is no evidence of it éver being called 
Indresvara or by'any other name, clearly indicates that the identification of the 
Silparatnakosa must it be Coreen: Rajarani is a short form of Rajarajesvari who 


Prasadamuirti 


As we have seen, the main part of ‘the text deals with architecture, al- 
though sculptural elements are inevitably included. From v. 436 a so-called 
second khanda begins, entitled the chapter on prasddamurti. It consists of a 
short survey of sculptural parts and suggests a simple classification of images 
into cult-images (arcamurti) and decorative images (mandanda) (vv. 451 ff). 
Another binary classification (in the Agamas it is actually threefold) divides 
images into avyakta and vyakta (vv. 453 ff.).?8 What‘is interesting here is 
that avyakta is related only to the inner image realized in meditation. Dhyana 
seems to°be used in two senses in this text, firstly as meditation, and secondly 
as the description of the divinity according to which the s9-called dhyanamurti 
is made (v. 456). As regards the vyakta murtt or manifest image, the text 


° Bhubaneswar, New Delhi (A.S.1.), 1978, p- 54. ®” [nits Oriya form Rajarani. 28 Cf. 


B. Baumer, “Manifest and Unmanifest Form.in the Salvagamas”, ‘in: A.L. Dallapiccola (ed.}, 
Shastric Traditions in Indian Arts, op. cit. pp. 339-349. ` 
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préscribes that A compositional diagram (parnijara) should be drawn before de- 
termining the parts and limbs of the image (vv. 454-455). Although this hint 
remains unelabojated it was obviously understood by the sthapatis, for whom 
the panijara still constituted a part of their living tradition. 

Great importance is also given to the yupa, whickt has nothing to do with ani- 
mal sacrifice in this context, but is a symbol of the divine architect, V*svakarman, 
and a kind of silent witness and guatdién of the temple. The yupa ranks in im- 
portance with the trrcamurti, since it is only ‘the chief architect who is allowed 
to make it (v.’462). 

The short chapter on images ends abruptly with an homage to the Baru- 
brahma, i.e. Jagannatha. While praising hisachoset Deity, the author makes 
the interesting statement that Jagannatha is of both manifest and unmanifest 
nature, he i is both formless and formed (v. 467). Thi§ descriptiorm is otherwise 
applied only to the Sivalinga as a symbol uniting the transcendent and imma- 
nent, the formless and formed. It can be applied to the image of Jagannatha. 
because it is not*fully anthropomorphic. As Purusottama he is also identified 
with the angiént Purusa (v. 474). 


Pratimalaksana 


Only one of the manuscripts contains a kind of appendix, called the Pratima- 
laksana, “the characteristics of images”, which seems to be an extension of the 
short section on Prasadamurti. It does not deal with iconography in the usual 
sense of the term as a description of the deities with their attributes etc., but 
consists ratifer of a typology of image-making. Its larrguage is less corrupt and 
more fluent. It takes'up the same themes as the chapter on Prasadamurti. 

This' section contains references to the composition of pamels (vv. 489-498), 
as well as a classification of images according to their mood, which is derived 
from the three gunas. Lasya or gentle images relate to sattva guna, ugra or 
powerful images to rajas and phayankara or terrifying images to tamas (vv. 
500-502). It is interesting that the freedom of the artist is explicitly affirmed 
as regards the decoration of images (v. 503). Another classification of,features, 
normally found in texts on painting, which compares the parts of she body with 
plants, flowers, fruits, as well as birds and animals, is also given. 

On the whole the parts describing the image are very cursory and not satis- 
factory. They rather hipt at known classifications, but they do not elaborate 
either on the procedure of image-making, or on iconography. 


29 Vastusatra Upanigad IF. 
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The Language and Terminology of the Silparatnakosa 


In spite of the similarity in the names, our Orissan text does not seem to 
have any connection with the Silparatna, a 16th century text from Kerala.?° The 
only link between ‘the two is tite general c6énéeption of prasadd as Purusa.3! The 
terminology of the Silparatna is south-Indian, whereas that of the Silparatnakosa 
is distinct]y Orissan, with some influence of the vernacular. 

We have already mentioned the corrupt Sanskrit of the«text. The copyists, 
one of whom gs himself a practising sthapati, had little knowledge of Sans- 
krit.. The style is like other regional texts on Cilpa and Vastu.3? Not many 
grammatical forms are uged —“ifdeed it is often a sequence of nouns without 
ending (vibhakti) = and only somebody with a knowledge of temple architecture 
can make out the meaning of this juxtaposition of terms. Im editing the text 
we have not changed this basic form, but only corrected obvious grammatical 
errors. I 

As far as the terminology is concérned, it is mostly Sanskrit, but some £om- 
mon Oriya terms are also used. The text is not always consistent fbr sometimes 
both an Oriya and a Sanskrit term are used for describing the same part (e.g. 
kantha or beki, the ‘neck’-part of the temple; below the crowning damalaka). 
As if to justify the SAstri¢ nature of thése terms, the author often introduces 
an Oriya term adding the phrase “it is also called thus in the Sastras”. Some 
terms are confused, as in the case of the, Sanskrit anuratha which by contraction 
has become anartha (without bearing the Sanskrit meaning of anartha !). The 
author himself does not seem to be clear. as to whether anartha i is only another 
name for anuratha, or whether it refers to another, narrower vertical division 
of the spire. 

However, in maény cases the text brings greater clarity in the often confused 
terminology of Orissan temples, especially as it,came to be used by archaeo- 
logists and art historians. Certain terms are superior to the popular desig- 
nations, e.g. vajramastaka (or vajramundi) instead of the corrupt form bho.” 
The name vajra refers to the belief that this prominent symbolical-decorative 
element makes the temple invulnerable and hard as diamond (vajra), and thus 
protects it from lightning (vajra).°4 The term vajra also _seems- to bear traces 


ଡି Silparatna of Srikumara ed. by K. Sambasiva Sastri, Trivandrum, Deptt. of Publication, 
Govt. of Travancore, 1929. °! See above and the article by S. Kramrisch. °“? The language 
of our text is still far superior to that of Bhuvanapradipa which is faulty and inconsistent even 
in its Oriya terminology. Text edited by N.K. Bosc in: Canons of Prissan Architecture, New 
Delhi, reprinted 1982. 33 Bho as such has no meaning in Oriya except.as ah exclamation. 
In the context of architecture it appears to be a contraction of Bhairava, relating to the two 
Bhairavas flanking the vajramastaka. Because of their prominerice, | the whole motif came to be 
called by this name. 34 Cf. T. Donaldson; “Development of the Vajra-mastaka on Orissan 
Temples”, see Bibliography. ‘ 
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of the Buddhistesymbolism of vajra. In fact the vajramastaka motif is a deve- 
lopment of the caitya-windgw. Also the Oriya term gandi, for the ‘trunk’ of the 
spire, does not occur in thé Silparatnakosa; instead the Sanskrit garbha is used. 
Garbha does not refer here to the sanctum, but to the outer ‘body’ pr rather 
‘womb’ of the sikhara. 

Another commonly accepted Oriya term is raha for the centraF projection 
on the wall and spire, elsewhere called* bhadra or ratha. Raha means ‘way or 
path’, and it seems “to refer to the central ‘path’ hoving upwards on the sikhara. 

The terminology generally agrees with other Silpa texts from Orissa, guch as 
the Silpa Prakasa, Vastusitra Upanigad and Sgudhikigama.3® Wherever there is 
a difference in usage, it has been indicated in <he footnotes. The term panjara, 
for instance, is used i in the same meaning as in other Orissan fexts, denoting the 
compositional diagram for images drawn on,the store surface before carving. 
Most of the ofher tgrms arg wellknown and need not be explained outsidé the 
text. Apart from the shortcomings already mentioned, the terminology of the 
Silpératnakoga can certainly contribute to a more concise description of Orissa 
temples.36 


The Author 


Sthapaka Niranjana Mahapatra, the author of the Silparatnakosa, hailed 
from Astadurga, now known as Athagada, in the Ganjam-district of Ortssa. 
His father was Svapnesvara and his mother Candravati. He later settled in 
Srikgetra, the modern town of Puri. » He was honoured by the then Gajapati 
ruler of Khyrdha, Purusottama Deva (1600-1621). 

Nirafnijana received fhe patronage and support of the king in his endeavour to 
compile,this text from earlier Silpa texts of Orissa. He refers to Sarasamuccaya 
(presumably the Pratistha-Laksana-Sara-Samuccaya),3’ the’ Vadabhi Silpa text 
of Bhattaraka (Silpa Prakasa‘of Bhattaraka Ramatcandra Udgata Kaulacara)*® 
and the Silpasarini (verse 434). He also mentions the Silpagamas (verse 360) 
without however naming any 8pecific Agama text. His familiarity with, and 
deep understanding of, the Silpa tradition are evident from his many assertions 
about the principles and precepts of Visvakarman throughout the Silparatnakosa, 

He composed both the parts of the text, that is the section on Architecture 
(Silpanga) and the section on Sculpture (Pratimalakgana). 


35 Unpublished but under preparation. Cf. Alice Boner, “Saudhikagama on Panijaras”, in: 
V. Raghavan Felicitatiqn Volume, Brahmavidya, Adyar Library Bulletin, Vols 31-32 (1967-68), 
pp. 113-124. 36 See the Glossary for details. 37 The Sanskrit text has been published 
in two parts by the Nepal Rajakiya Pustakalaya. This edition is full of mistakes, and a new 
critical edition is under preparation. A facsimile of the illustrated MS, of one of the MSS 
and an uncorrected reprint of thé printed tex? has been published by Gudrun Bihnemann 
and Musashi Tachikawa, The Hindu Deities Illustrated, Tokyo (The Centre for East Asian 
Cultural Studies) 1990: ® Published by ‘Alice Boner and S.R. Sarma, see Bibliography. 
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Date of Composition 


The colophons in MSS C and Pratfimalaksana (hereafter called PL) give the 
date of completion of the text as the Samkranti of Mesa, Saka 1542, corres- 
ponding ‘to 28 March 1620eA.D.3® 

Alternatively the year of composition is said to be in the traditional Anka 
regnal yegr of the reignjng Gajapati ‘King. The Anka year is still used in 
Orissa for certain specific social functions and rituals eg. Casting a newborn's 
horoscope. the formal beginning of the Oriya New Year along’ with a public 
annauncement of the prospects for the traditional New Year etc. MSS C and 
PL both record “saptamMtika”*(in the 7th Anka year) of Purusottama Deva. 

This Purusottema Deva was Purusottama Deva 1 of the Bhoi dynasty of 
Khurdha, which was fourfded by his father Ramacandia Deva (1568- 1600 A.D.). 
Purusottama Deva I reigned from 1600 to 1621 A. D. On the Mes® Samkranti of 
Saka 1542, it was his 25th Anka year (from 19.9. 1619 to 29. 8. 1620).“° Therefore 
the “saptamanka” seems to be a scribal error for the original ¢ prakrtyanke”. 


The Historical Context of the Text 


The author of Silparatnakosa compléted his work towards the close of the 
reign of his royal patron, Raja Purusottama Deva I (circa 1600-1621 A.D.) of 
the Bhoi dynasty, which succeeded the §$uryavams$i Ga japati dynasty of Orissa. 
Purusottfama's father, Ramacandra Deva, was the founder of the Bhoi dynasty 
of Khurdha. Although Ramacandra’s claim to the traditional Gajapati throne 
was disputed, he succeeded in getting his claim accepted by the Mughal court. 
The Mughals had finally seen to the ouster of Afghan rile in Orissa, which 
lasted about thirtyeyears after Orissa lost her independence. 

The Raja of Khurdha must have been acutely aware of the changed political 
and cultural scene. Orissa, which had been fighting to retain her independence 
against the inroads of Golconda power in the south and the marauding Afghans 
from Bengal, had succumbed to both. In ¢he south there was loss of territory, 
but the northern invasion brought a set of new rulers, who had little in common 
‘with the Oriya people and their tradition. In 1568, the tgmplé of Jagannatha 
itself had suffered damage at the hands of the northern vandals. Even the 
images of the deities were not spared. In fact the acceptance of Rantacandra 
Deva as the Gajapati by the smaller feudal rulers of Orisa as well as the people 
of Orissa, was to a large extent due to his reinstallationrof the Jagannatha 
image in the Puri temple and his recommencement of the temple rituals in 
1575 A.D. In all his attempts to hold his own against the invaders, whether 


39 Vide Swamy Kanu Pillai, An Indian Ephemeris, Madras, 1922. Vol. VI, p. 42. ® Vide 
K.N. Mohapatra, Khurdha Jtihasa, Bhubaneswar" 1969, p. 67. 
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in the battlefield or in diplomacy, Ramacandra had been ably supported by 
his son Purusgottama. Puruasottama Deva accompanied the Mughal commander 
Mansingh to Delhi, and was presented to, the court in February 1594 A.D. 

Purusottama must have seen for himself the glory and power of the Mughals 
and taken a decision ‘not to challeng® Mughal irnperial power. He might also 
have noticed the extensive construction work being carried out in Agra, Fatehpur- 
Sikri and Delhi. He was probably acutely conscious of the lack of resources in 
his father’s kingdom, soon to be his own, a lack which would inhibit any new 
architectural venture such as had been undertaken earlier in Orissa, for a period 
of a thousand years. He would certainly haye taken note of a gradual €érosion 
of Orissan traditional building skills in periods ‘wher royal patronage was not 
forthcoming as before, as in the case of the Suryavamsi Gajapatis, who had 
remained occupied with safeguarding their independence. An urge. to preserve, 
and, where damaged, to restore the Orissan témples probably motivated him to 
order, early in his reign, thé recording of detailed architectural measurements 
of the three temples which were the pridefof Orissa — tHe Lingaraja temple at. 
Bhubaneswar,'the Jagannatha temple at Puri and the Mahabhaskara temple at 
Konarka.#! 

A similar desire possibly motivated him to extend his patronage to the 
author of the Silparatnakosa. In his tarn, the author Niranjana was probably 
impelled by his own personal perceptions of a very real threat not only. to 
the monuments but also to the Ssastrig tradition itself. He thus decided to 
compile, and preserve for posterity, the Ssastric Silpa tradition of Orissa. The 
attacks on the Jagannatha temple by “the Afghan and Rajput subordinates of 
Jahangir, duting the rule of Purusottama himself, must have added to the sense 
of urgency. The Silpuratnakosa thus appears to be the product of a desire to 
glean thé essentials from a large body of earlier tradition. It was also the work 
of a practitioner who found his tradition threatened;*? and therefore taking upon 
himself the duty of preserving the essentials of that tradition. Both patron and 
author possibly hoped for a time when this preserved knowledge could be used 
to revive the monumental tradition of Orissa. Their hopes still remain to be 
realised even ‘after nearly four hundred years, judging by the plethora of ugly, 
hybrid cement ‘and brick structures, especially temples, which arexcoming up in 
present-day Orissa. 


The Archaeological Context 


The Orissan Silpa traces its tradition to three sources: Visvakarman, Maya- 
Sukra and Kasyapa.“® Of these Visvakarman and Maya are considered pri- 
mary. The north Indian, the south Indian and north-west Indian association of 


41 Cf. Alice Boner, New Light on the Sun Temple, p. 34. *# Cf. v. 478: When the work is 
done without knowledge, it ~ the tradition — will surely be lost. © Cf. S.P., pp. 134-135. 
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Visvakarman, Maya and Kasyapa and Sukra have not been clearly enunciated or 
differentiated. On the other hand even when seeking to differentiate between the 
Visvakarman tradition and the Maya tradition, the Silpa Prakasa says (II. 161- 
162, p. 75): “The Silpa Sastra of Visvakarman (and the other) of the Danava 
Maya ar® distinct, separatg systems. How Shall I explain this perplexing sub- 
ject? Only, to understand the different types according to the rules and practice 
of this country, they are described very«briefly according to the (local) Sastras.” 
The Silparatnakosa refers to Visvakarman. Without referring to Maya, Sukra or 
Kasyapa, it ngvertheless mentions the Calukya (north- western) school and the 
Vadabhi (Dravida or southern) sgqhool. Like Silpa Prakasa, the Silparatnakosa 
also affirms the distinctive character of Orissan Silpa by referring to the adapta- 
tion anf assimilation of all the traditions in what it calls ‘Kalingariti’ (v. 404) 
or the Kalinga style. 

It is significant that this distinctiveness was also generally «understood in 
Orissa. Thus in his reputed Kavya, the Vaidehtisa Vilasa, Upendra Bhanja 
(c. 1670-1740), the foremost of the RKiti-period poets, in descsibing the magni- 
ficence of the marriage altar and pavilion of Rama and S¢ta says:* “The work of 
the sthapatis is so beautiful that one may wonder it they “were the teachers of 
both Maya and Visvakarman? " (Canto 14, V.*2). 

Orissan temple apchitecture expresstd itself in three distinct forms: the 
rekha with a curvilinear tower, the pidha with a series of receding tiers resem- 
bling a‘stepped pyramid, both these hgqving square ground-plans in its mature 
phase. The early experimentation with rectangular ground-plan and a double- 
layered flat roof with sloping sides for the pidha temple, normally attached to 
the main temple as an audience hall (jagamohana), was abandoned’by the tenth 
century. The third form was the khakara exclusively used for Sakti témples. Of 
course the rekha was derived from the north Indian sikhara, and pidha in its 
early forms might have been, modelled on both the Calukyan and Pallava forms 
from the north-west and south. But the pidha temple i in its standardised tiered 
pyramidal structure was a purely Orissan devejopment. The same is also true 
of the Khakara which ®&hile bearing a close resemblance with the Rathas of 
Mahabaljpuram, evolved its’own Orissan characteristics by a double roof as in 
Vaitala, or a geries of structural spires or kutas and vimanikaseas in Gauri and 
Varahir, all with vaulted roofs. 

The Silparatnakosa mentions the Calukya school when speaking of the pillars 
of the niche, suggesting that this feature might have owed its inspiration to the 
pilaster ~ like end pillars of the earliest of. the Calukyan temples such as the 
Sth century Lad Khan temple or its subsequent evolution into buttresses and 
pilasters. 

The author-of the Silparatnakosa, Besides havihg Access to earlier texts, also 
had the Orissan temples still largely undamaged, though threatened, to test the 
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sastric prescriptions against actual practice. A Sastra as it is well known is both 
prescriptive and descriptive. The prescriptive portions indicate possibilities 
some of which mjght have-already been realized, while other possibilities may 
never have been worked out. Thus what remains prescriptive in an earlier 
text may well provide the descriptive context of a later text. Conversely every 
practice may not find place in a text, if the author did not have theradvantage 
of actually studying a monument wheré something has been attempted which 
had not been dealt® with in a Sastra. This becemes clear by a comparison of 
the Manjusri sections in Silpa Prakasa and Silparatnakosa. The. Silpa Prakasa’s 
primary concern was the Vimanamalini temple exemplified by the temple at 
Caurasi. It mentions other temple types only in passing, bringing out only the 
essential and characteristic features. Thus Silpa Prakasa deale with Manijusri in 
four verses only.™ It highlights the fact that Manjusti has, abova the jarngha, 

sikharas on all*four gides. But the Silparatnakosa devotes 34 verses (vv. 362b- 
396a) to it and in the process establishes it as a temple built as the Sriyantra 
whose presiding teity is Rajarajesvari. But sometimes the author's personakb 
and intimatg knowledge of a monument may lead him to ‘a general statement 
about a feature whose replication elsewhere may be difficult to find. This is 
what happened in the Silparatnakosa’s description of- the patta ‘and vasanta 
elements of thg parnicakarma (vv. 98-99). But for the recent de-plastering of: 
the Jagannatha temple, it would not have been possible to relate the description 

to an actual temple, since no other monxment in Orissa appears to have puranic 
stories or rdjabandha on the patta and vasgnta respectively. ` 

The Silparatnakosa conceived as a lexicon follows what may be called the 
puranic tradition of dealing with individual stories orf themes, when it diverts 
from the main topic | ‘to describe in all details another feature which occurs for 
the first. time. Thus when dealing with the pithas, when it comes to describing 
vajramastaka, it veers off to.a fairly exhaustive treatment of this important 
architectural device, only to come back again to the initial description of the 
pitha later. » 

The Silparatnakosa, at the conclu3ion of the Pratimalakgsana section, speaks 
of two classes of sthapatis in Orissa: those of the Viraja Mandala {north of 
Mahanadi), whé are,excelling in astrology and puranic tradition, as distinct 
from those of the Mahendra Mandala (south’of the Mahanadi), who are excelling 
in the Agamas and Sastras. This distinction was existing and still continues in 
several other cultural areas. For example, among the brahmins of these areas, 
even as late as the early part of the 20th century, no intermarriage was possible. 
Even now these* two regions follow two different almanacs. According to some 
analysts, while the sguth,opted for Vaisnavism, the north reverted back to its 
earlier Saktism and therefore sitarpened’ the division. But this division appa- 


4 Sp. 9-12, pp. 61-62. ' 
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rently had no effect on the Orissan architecture as is evident from the existing 
monuments both to the north and south of the Makhanadi. 


The Transcripts and the Transcribers 


Of thé MSS used for preparing the text, MS B, containing the Pratima- 
laksana, was the latest transcript and,MS O the earliest. The transcriber of 
MS B was Acyuta Sthapati who, did the copying at Devagada, the capital of 
the ex-feudatory Bamra or Bamanda State of Orissa. ° The transcription was 
done in the 12th Anka of Gajapati Divyasimhadeva. There have been four 
Divyasimhas including thg present Gajapati in the Bho! dynasty: Divyasimha 
I (1690+1716,34 Ankas), Divyasimha II (1793-1798, 8 Ankas),. Divyasimha III 
(1859-1881, 28 Ankas) and Divyasimha IV (1970¢- 28 Ankas,at present). Ex- 
cluding the ‘present Divyasimha ‘and Divyasimha 11, who reigped& only eight 
Ankas, we have only Divyasimha I and III during whose 12th Anka MS B 
could have been transcribed at Deyagada. Since MS C (the, Devanagart MS) 
transcribed in 1845 A.D. names as the copyist Narayana Dvijas who is also 
mentioned by Acyuta Sthapaka of Devagada, the ‘ransceiber of *MS 'B, it is 
reasonable to conclude that MS B of Acyuta was later than M9 C. Thus MS 
B, transcribed by Acyuta, seems to have been copied in the 12th Anka of 
Divyasimha III, corresponding to 1868-69 A.D. It is not possitfle to establish 
the exact date, as no further details are available in MS B. 

Similarly the absence of any indication regarding the date of transcription 
of MS A leaves that date uncertait. But, on the evidence of the similarity 
between MSS A and C, MS A may be considered at least contemporary to, if 
not earlier then MS C, and both may be considered to have been coped around 
1845 A.D., the datg of transcription of MS C. 

Thus the relative chronology of vhe three MSS seems to be: 


MS A circa 1845 
MS C Margasirsa Sukla Dasami = Monday 8 December 1845 A.D. 
MS’B 1868-69 A.D. 


MS *O’ of which only the photo of a single leaf is available conforms textually 
with the relevant entries in MS A. The character of its Script, numerals and its 
calligraphy lead us to conclude that this was an earlier copy and might have 
been the model for MS A. 

Daésarathi Silpin of Puri, mentioned in MS C, was probably an earlier trans- 
criber whose text was the model for the copyist Narayanas Dvija. 

Parivrajaka’ Svami Vasudeva Tirtha, at whose behest Narayana Dvija trans- 
cribed the SRK in Devanagari script in 1&45 A.D., was the then Mahanta of the 
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Gopala Tirtha Matha of Puri. Svami Vasudeva Tirtha appears to have built 
up a library of rare manuscypts, which he then had copied onto paper and in 
Devanagari scripts obviously for a wider non-Oriya audience. He was the fifth 
Mahanta of the Gopala Tirtha Mathg apd, although the exact chronology of the 
Mahantas is not known, his successor Madhavananda is knawn to have made a 
ewill for his successor in 1872, after which he immediately relinquished his office. 
Presuming that Madhavananda was the Mahanta for ore generation, t¢ which is 
usually assigned 25 years, Vasudeva Tirtha may be presumed to have continued 
as the Mahanta up to 1847 A.D. This tallies with the date of the ttanscription of 
MS C in 1845 A.D. The istha Devi of this Magh&, js, Bhiyanesvari, which explains 
the salutation to Bhuvanesvari in MS C. This #so may explain the motivation 
underlying the transcription ofthe SRK text by the Mahanta, as the text has as 
its central thgme the Rajarani temple construgted as the Sriyantra considered 
to be the abode’ and also the body of Rajarajesvari-Bhuvanesvari. 
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List of Manuscripts 


The late Pandit Sadasiva Rathe Sarma procurtd the orjginal manuscripts 
listed below from different parts of Orissa. He was snatched from us by the 
cruel hands of death whilé collaborating with Dr Bettina Baumer in editing the 
text. Duting the last break in the work, he had taken with him a part of MS. 
B, as well as its transcript. After his death, our repeated attempts to get back 
the remaining portion of MS‘ B ‘as well as manuscripts of 8ther texts belonging 
to Alice Boher Foundation and kept in his custody, have unfortunately not 
botne fruit. It seems from the*nhotograph of a single older leaf of the text 
(listed as O) that Panditji hadecome across yet another manuscript of the text, 
which was copiéd before any of the three manuscripts we have used and which 
possibly was their ‘model’. Thus the editors have used MSS’ A, B, and C to the 
extent available, and the collated text containing variant readilgs including the 
Pratimalaksana portion from MS B. 


MS A: Palmleaf, in good cond¢tion 


Size: 29.5 z 3.4m. 

47 folios, 3-4 Jines per page 

Script: Oriya 

not illustrated, folio and page numbers not marked 

obtained from Yogendra Vishvakarma of Mathura Village, Polasara 
(Ganjam District) 

does not contain Pratimalaksana. 


MS B: Palmleaf, in good condition, relatively new (see Plates 1, 2) 

Size: 35 z 3 cm. 

26 folios, 4 lines per page- 

Script: Oriya 

illustrations on*the margins of the first 13 folios and on folios No. 18, 24, 
25 

incomplete, original contained Pratimalaksana 

obtained from Nara Maharana, Athagara (Ganjam District). 


MS C: Paper 

Size: 24 z 13.4 cm. 

74 pages 

Script: Devanagari, faulty writing 

not illustrated 

complete, but without Pratimalaksana . 

bound together with another text: Advaitapithasya Visvesvara Paddhati 
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obtained by* the kindness of Swami Gopal Tirtha from Gopala Tirtha 
Matha, Bhubaneswar, Book No. 505. 


MS O: Old palmleaf MS, partly worm-eaten, 5 lines per page (see Plate 3) 
Script: fine old’ Oriya with old numerals 


only photo of a single leaf available now, probably original from which 
MS C has been copied. 
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A, B 
B 


୪୮ ୩୮୩୮ଏ୩ଖଫ ମମ: । ! 
3୮୮ ଚମ କୁ । 
ଓ କମ ଷର ୭୮ । 2 


fare Ef TTT qa 
ଅTHTTETTT AT5 ର୍ଫ” ସଂ a 


agg farer sof eard ura? fasferen’ | 
aUTIRITT AH RT Tf UTIRT: tv 


GTTRTATTIT ITT: HETCTT: |! 
qxrafsr STERTT: ATIC: NN 


MTaTG: Tuferes: fff: HT CHd । 
faim YTUTST Mor aaah: Nel 


1 Occurs only in B, AM FT AT: A ® Occurs only in C 


5 FATS A,B ¢ All MSS have 4TaT 


3 * CC, %®rfarm: 


:C 


a 
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BRAHMARANDHRA 


= — - - KALASA 


-— TOP OF KARPARA 


KAPALA ma KARPARA 

MUKHA - - ~— AMALAKA 
BEKI 

SKANDHA. - ¢ — \ —~ VISAMA 


HRDAYA - — — RAHA 
GARBHA 
Ea — - 4 GARBHA 
UDARA 
KAT! BADANTA 
| URDHVAJANGHA 
JANGHA +. 
= = - 7" BANDHANA 
GULPHA 
DANDA — — NIMNAJANGHA 
PADA PABHAGA 
PANCANGHILI 


PADAPI n 
ADAPITHA PETHA 


Fig. 1 
Temple as Purusa 
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Part {: On Temple- Architecture 


Salutation to Ganapati, 
om, salutation to Durga, | 
om, salutation to* Bhuvanesvari, hrim ! 


1. Salutation to the one who is wise and-nfelligent, veneration to the 
one who is Brahman among sthapakas, 
salutation to the peaceful, self-controlled Visvakarman. 


2. Salutation to the bright and powerful one, the very symbol of the 
ocean of knowledge, 
to the eternal Artist, the propounder of the Silpavidya. 
3. Silpa is most venerated. It is the visual testimony of all the darsanas.! 
(Salutation) to the one who is the embodiment of all ‘standards 
(pramana) and the visible form of the principles (tattva). 


4. In the world many types of art (sifpa) are known, (which have been) 
conceived by the creator; 
among these (arts) the knowledge of architecture is best, so say the 
sthapakas. 


5. Accosding to architectural théory (sthapakatattva), the temple is 
most important. 
The artists praise it according to its various types, with their diwi- 
sions and subdivisions. 


6. In the opinion of Bhaskara? (architect) the temple is of two types: 
rekha and pidha. 
The vimana (temple) is in the form of the Purusa (Man), from the 
pitha (plinth) up to the flag (on the top).3 


! Alternatively: it contairis the characteristics of all the darsanas, or: it is most venerated 
by all darsanas. * Bhaskara = sculptor, bhaskarya = sculpture. Bhaskara may also refer, 
to the name of an authox of a Silpasastra. 3 The illustration of MS B (Plate 1a) shows 
the rekha in the form of a four-armed purusa. The four arms would correspond to the raha 
projections which start from the shoulder part (visama). The second illustration shows the 
pidha temple in puruga form with four, legs corresponding to the four corners (Plate 1b). 
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THAT! JIT RATE | 
YANMINTAYF TTT CT TN ON 


ସପୁଙ ଏଥର ଝି ସଂ ff ୩ । 
wh De a ସର୍ପ ଆଧ୩ଏଙ୩ଙ? ॥ ଆ ॥ 


TE: CUTTY TORY TTIRRL TUTTE | 
gaT MOTI TET FTTPOT URN 


fir MIATA । 
ietisl: Cu afar Nh gol 
GTS TOIT: TIRT ୮: । 
Frag ames: :6 ॥ ହଃ ॥ 


୫ସଖ: ଧୀ ଖ୩୮: ୩୩୪୮୩୮: କଫ” ସବ । 
MIT EET: TITTY TT TUT ॥ ୨3 ॥ 


FTA CRAY RUS: RUSTON | 
HTH RTT IT: ୩ ମି ॥ 3 ॥ 


MF GATTI’ AE TUTTE | 
WTSTEUT: HTT: TGEAGFTTT: gy 


୪ i afar aor: । 
ଅଖ ନ ॥ ୨4 ॥ 
! Tm: A,C ? frend: C ° Om.inA,C ‘ gq A ° JAF AB ° Eq: 
୯ ” ଙ B $? ଜ୍ଞ ର୍ଷ: ° ପୟ A ' ° Fad A.C UY AiraaTC 
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7. In ascending order it follows the three gunas: tamas, rajas and 
sattva. 
The rekha temple consists of fourteen parts. 


8. There are fourteen limbs known ifi the body and also i in the sikhgqra. 
In the opinion of the sthapakas, these are the fourteen divisions: 


9. The foot, shine knee, thigh, hip; above these the belly and the place 
of the womb, 
and the raha corresponding to the heart. 


10. {The shoulder], the neck, the face, the skutl, the head and the crown 
of the head. 
These fourteen limbs are found in the,temple,®* derived froth the 
human body. 


11. <The pada pitha is the foot part, the pancakarma is like the five toes. 
The lowet Jar oho ls like the shin, the bandhana (mouldings) is like 
the knee.! 


12. The upper jangha is like the thigh, and the uppermost mouldings 
of the’ wall (badanta) resemble the waist. 
As the body (garbha) of the spire jis like the belly [and womb], so - 
the raha (central projection) is like the heart of the temple. 


13. The visama (topmost course of the spire) is the shoulder part, the 
kgntha is equivalent to the neck. 
The amalak? is considered to be the face, and the crown of the head 
(Kapala, lit. skull) corresponds to «he prominent karpara. 


14. The top is called the kalasa part, and above that (in the centre) is 
the brahmarandhra. 
The flag-staff is crowned by the &yudha (embers); 2° Thus it should 
be built in fourteen parts. 


15. The different parts and subdivisions (of the temple) are now des- 
gribed, following the fourteen parts (of the body), 
in the order of the names of the parts, this being the characteristic 
of a glossary (Kosa) 


i Janu should have been rpentiojied for knee, but in Oriya it means upper thigh associated 
\with the loins, hence gulpha las been‘ usetl. 2? Inthe casecof a yogic interpretation, the hole 
for the dhvaja is equivalent to brahmarandhra, and the ayudha to dvadasanto (i.e. the point 
‘at the end of twelve fingers’ above the sahasrara). Cf. vv. 273-274. 
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Frere ET ATTN AGA | 
qari KT TR TUT TfarନATT ॥ Sg Ml, 


NEP lhcb EL 


FATTO TTGRNNGTTTE | 
FOP mea: n go 


TEYRHTUT HTAT AUT FIYITTRATT | 
Fer teTST ARI NST aTIRhg ATIF: 


୨୧୩ ॥ 


Airfare CRE TET: | 
Airfaofie wd? ang TT ॥ Rol 


Fig. 2 
bhittipitha 
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16. [I shall now, describe these characteristics in this text, as laid down 
in the different Sastras. 
connected with the Sifparatna, following the current practice — 


17. the parts, subdivisions, sectioné..projections and recesses, etc. 
(I am describing) each part, its shape and meaning, ie the beautiful 
language of Silpa. 


18. The different Parts and divisions (are given) according to the tradi- 
tion passed down within the community (kulacara) 
which should make the work easy for the sthagakas. The divisions 
and subdivisions are listed in order. 


19. This Kosa i# ordered in the same way as precioug* stones are sfrung 
together in a necklace. 
The Kosa is called Silparatna ang it provides the principles (of 
architecture, sthapakatattva) for Architects. 


20. The foundation, is ta be filled with layers of plain stones a 
tipuraka). 
This is known as bhittipitha (plinth), and it should be made in the 
form of saumya bhadra.! 


Fig. 3 
saumyabhadra-pitha 


i The bhittipitha follows the grbund-plgn of the femple (e.g. triratha, pancaratha, etc.). For 
the laying of the foundation, cf. Alice Boner, New Light on the Sun Temple of Kondarka, 
Appendix I, p. 205 and Fig. 1. 
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SILPARATNAKOSA 


ibd nl ଖୀର୍ପ ୩୪ ମଫଙ । 
Hao HOrernfa: Nag 


fg୩6 ମାଡ ୩୫୩୪ ଫାସ୍‌ । 
ଏ TUM TEIN: MET TUT: FT: NN RR 


ar ff gr aneftsarpfe: 
qT maf fire: er aT fg Naa 


୩୫ ୩୩୩୩୯ ଖର ଷ ୩୩ ff: । 
HHANTTS TENT TAT AF ANETTA 


TAROT: FET arf: । 
RHEIN! ward NE HTT ॥ RYN 


ନମୋ ୯ °? ଅମ ଓର B, ୪୮ A ? qunT A,B + * tye A,B ° fireraT A 


WM: B, ୩: € !' ୩୫ ୩୮୩୮୮ B “¢ କaGpfr CITT YEOMT T*Iu:, | B 
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Pithas: 


21. One eighth,of the wall portion (i.e. of the foundation) is known as 
the beautiful pitha (plinth). 
Many types of pithas are known, of lotus forth or of the form wf a 
projecting edge (kanika), 


22. simhapitha, mahapitha, cakrapitha and of vala (round) shape. 
The pade is the first, plain layer of the pitha. 


Padmapitha: 


23. This should, be made of*plain, polished, hard stone without defects. 
The Sslpins call the lowest layer of the pitha the pada (foot). 


24. The section of the pitha after the® pada will be of equal or double 
ଞ12ବୁ. . 
This part has the shape of a lotus and is called by that beautiful 
name (kamala). 


25. The lower part of the lotus curves downwards like lotus petals. 
This is known as kamalabhaga (lotus part), and it is,a beautiful 
pitha. 


SSS DODD 


Fig. 4 
padmapitha 
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3 
B 


SILPARATNAKOSA 
qeurfrerrfommsatsr: sfsarSfe: | 
misgr: FT ere: Nome qe: nae 


C Fran ad fs hoamal । 
: MSE UNTrTanfaan NRO 


ନ ମୁନ କକ 


TTT fd NE TRIP MR । 
୩ ୩୩୩: ମଧ ସଂ ଖଫTe Ma ଓ ଆ ବ୍‌ ॥ 


ର୍ପ ମର କଂ ସପ 
ପହ କଲ ST ah le ॥ 3 ॥ 


qa gS: qe ମ୪୮ ୟଡୁଖ Sqn \ 


~ 


Fra qT¢: TdaN TEMA HTETUT ॥ RYN 


fifa? qgaTrert: arnmTanfad: | 
ସସ NTN Hors qrhrgGae naan 


Fig. 5 
muktapadma-pitha 


af A.C 3 cara B * afr A,B “2 mir A Harr C 


qh A £? 
? fem B ° qn B 
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26. 


27. 


29. 


Vartulapitha: e 


30. 
31. 


32. 


TEXT AND TRANSLATION 


Half of the part above the padmapitha is in recess. 
The part with a deep incision is known as pithakati (the hip part of 
the plinth). 


These are the three parts decorating the pitha, 
This is the beautiful lotus pitha consisting of three parts.! 


Again, if the reversed form is addéd onto the upper portion, « 
creating two Parte with a recess kati in thé middle, this is the form 
(known as) muktapadma.? 9 


° ° 
A muktapadma pitha has five parts,ethistjs®its characteristic. 


In the beginning the pada should be made, and above it the form 
of a half-moon. “* °. ° 


Of the, various kinds fof pitha), this is called vartulapitha (rounded 
plinth), and its kati is jn recess. ¢ 
Above it, joined to the kati, a curve slanting upwards is carved. 


(These), together with the pada of the pitha, are the features of the 
vartulapitha: . 
Below is the pada, above it the poatta, and in the centre the kati. 


With the two rounded parts, it consists of five parts.” 


PATTA 
URDIVAVARTULA 
KATI 

~ 


A RDHAVA RTULA 
PADA 


Fig. 6 A 
vartulapitha 


41 


! The same three elemen#s are ‘repeated, making a double-layer padmapitha, as in Konarka 


above the cakrapitha and below the garbha. 


images and vimanikdas. 32. This element canwoccur at different parts of the temple. 


2 ‘This typ€ is mostly found in the pedestal of 
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qTusgaeaeTsrt:! frfsmefaaTaG: | 
Barer: ran Srp fe:? Naa 


Hoa Tr: fear airs [4 | । 
AT: UNTER fara FNET: Nv 
5 qf: OITA TTR MYT: । 
TTATIEUSST: HON TYUT ॥ 34 
qfrnofafaeadt fs RITTRTAT: | 
IFNEEIT HENS Gf ॥ 8 ॥ 


Frfeneorfomt semnafhnrfen | 
Airfare qr: he: qf ॥ ao 


POUT TCI CT OT CT CT Oe TTT ST EC 


oe DDOCE ୭ 
SRNR NSN 
FONT 


ADI roid LR po SE 


Fig. 7 
mahapitha 


Cu a  @ 


Sh DC eb Seb Poh SP ch L/h had Ake Ar Et TEE, 6 fi 4} 
pl Ol eh Se DY SY ch HbR ANP AEA ER 


A 


! aT: A,B ? Jferatyr ATTA 2m Iu A,B * cpap A oqgm C ° Sf qT 


a rf unm fareaarfze (B ¢ frhr B 
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Kanipitha:! 


Again the beautiful kanipitha (plinth with projecting edges) has fiye 
parts: 


33. The padaccheda part ( the incision of the pada) should be polished 
and earved. 
The incised curved parts proceed upwayds and, downwards.? 


34. In the middje of the recess (kati) is the kani (profile). This is called 
the kanipitha. 
The tip of the projecting kani is (sharp) like the point of a needle, 
and the raised parteis most beaugiful.?’ 


35. In the construction of all sections (of the pitha), the kan: (edge) is 
especially important. 
Pada (foot), patta (band), two incisions (and) kan: (projecting) part 
— this is the five-fold (kanipitha).* 
36. The best sthapakas call this kanipitha. 
Mahapitha: 
The mahapitha is an extended pitha #ith six sections.” 


37. In the part above the bhitti, the pitha is divided into six parts. 
The bhittipitha is extended and has four sections. The pada is broad. 


i See Fig. 15. ® Le. the curve is not a single arc, but a double curve. 3? There are other’ 
varieties where the kani is rounded (vartulakari). * This is a complete pitha, but it is also 


used as an element in other pithas. ? As an example cf. Jagannatha temple Puri, garbha 
pitha. 
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SILPARATNAKOSA 


ସTATTR:! HE TT TITITAfTTT? | 
TTT eT FH IIfT NTT ll a6 


Frade TuqUy AATTtT | 
୪ fF ସଂ ଏହ ୩୩୮ ୯୫୩୮୩୩୮ ॥ ଃବ୍‌॥ 


ଥ ମୁ ମହୁ ସ୍ସ f 
ssh pa ॥ voll 


TUTTI AYA aha 
FETT AMT a ୪g 


faq a FRA hr THAeTGHe | 
fara TYITT ଧ ୩୩୮ ITT Nl val 


Fig. 8 
trivarta vajramunda 


! °aT4TTar A, B,C? cha: B, TUM HAT JF FT TATE C “ˆ fad qT qe 
ଷ QB “ ae B ° aut B © mae A . 
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38. This (the,bhitti pitha) is decorated with various figures, with ele- 
phants, horses and men. 
The central section of each pada is decorated with a vajramunda. 


Vajramastaka: 


39. On a mahapitha, the vajramunda should be made with three circles.! 
A vajramunda has either one, three or five (contentric) circles.” 


40. In the centre there is a head, around which is the circle- [circles] _ 
touching (each other at} the bottom. 
In the upper part of the circle is a culita (crest ornament) called 
vajraculika. 
41. Both «wings of the vajra are decorated with sankha (conch) and 
makara. 
In a restricted space it+will be small, and in a broad one it will be 
of large proportions. 


42. When it is large, the vajramastaka should-be adorned by a pair of 
Kinnaras.’ 
It has three, five or sometimes seven circles. 


A 
An nan na nn rae 
¥ |. ne. ee 


pr DA pr eng 
‘Be We we ee “® # 
2:3 5% Ras BE Ae 


. 


Fig. 9a Fig. 9b 
trivartula vajramunda 


! The three circles (frivartula) probably refer to the shape of the outer circumference of the 
vajramunda which is like a trefoil or which consists of three separate circles. Trivarta must 
refer to the three concentrit circles surrojinding the vajramunda. 2 Vajramunda motifs with 
two circles are also common, but'"these are not mentioned in the text. *? As on the southern 
raha of the garbha of Lingaraja temple. 
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qfzHTaT quT MT Hef gueHEerpfT:! val 


TUTTI ET IT TTT? 
ee 


[9 i 4 


THEA TH CTT 
UN CTT fy ବକ ॥ vx 


OCT FIR Jur TTT: | 
fw: FT: RTT 


7 TUHUITET RR TUT Aff: JAG | 
KW aT JEEAU? Hoefer STTRTTAT: | YOM 


3 Only half verse is apse 2 HAT A, C ® Lineom. jn A Mi 


wrfsarefr Cc ° gag 


B,A ¢ fee A ? Tugqryere gf: $hyarB, Tugece ITC ° cxqfdaIean C 


° Team C, A 
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43. In the centre there is a string of beads with a bell (ghantimala), and 
above this a large head. 


44. On the upper part of the vajramunda, one should sculpt a fierce 
lion’s head (harimunda) 
from whose mouth a bell is dangling, called vajraghanti. 


45. Above the two sides of the vajramunda, two figures of Va jrabhairava 
should be carved, in flying form. 


46. The female form,is of an attendant,! «the male form is of Vajra- 
bhairava, 
who is dreadful, with monstrous teeth and whose (rouad head) is 
encircled with curled hair. 


47. In the centre of the vajramunda {on the front side] is the image of 
the guru with disciples. 
The best.architects install either the ista devata or the guru.® 


Fig. 10 
vajramastaka 


.! The variant has kinnara. ‘Both variations are foupd in vajramastakas. If kinnara is related to 
the female form, it includes kinnari. 2? Guru may refer to various forms of Siva or Lakulisa, 
etc. 5 
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A 


SILPARATNAKOSA 


HES MTTT! HUNT GT auT | 
mat GOT? Faqerfr SAT ll vs 


୩୫ ମଣ ୩ ସମ୍ପଧୀଜ୍ଞ ସଂ ୩୮୫ । 
qr aTT:? ହୁ କfTHUTAT ॥ ୪୧ ॥ 


FT TTI FT fg ET: | 
NET Sr Tet ROE won 


gum Noga quer srernfcaT | 
UT ANTYRT HENS HTT ॥ 5 


ଷର ସଂ ୩୪୩୮ ପସ” । 
fe ATT AANA FET NY 


HNTTAATEN: TTA: TV: Rf: । 
HTT UTT: HUT:? Nop: uF ITT ॥ LRM 


! ure B °? worye B ? am B ‘ qenmfifa B “° Additional verse in B. 
freq B 


? nT: B ° weargfa: Basra: Cc °? fefge 
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48. Vajramundas should be made in the central part of the Khura of the 
mahapitha, 
in the centre of the girbha (raha). or on top of a pillar.! 


Mahapitha (continued): 


49. In the second part of the pitha ad in the fourth part [above the 
second] there is a band (pattika). 
This is called the padapatti; the middle part is above it.? 


50. The (moulding in’ the shape of ) lotug petals sloping downwards 
is known as the pithapadma; the kati mandala (recess) is above this: 


51. Above the narrow recess a pithapatti should be made.’ 


Simhapitha: 


The simhapithasis made likewise with seven parts and is always 
beautiful. 


52. In this case the pada is cut at the edge (like a lion’s tooth). 
These edges follow the line of the pagas and are called pithakarna. 


MUHANTI PATTI 
PADMA 
DHARA 
VALA 


PITHADHARA 
PITHAKARNA PADMA 


PADA 


Fig. 11 
simhapitha 


i On the vajramastaka motif cf. Donaldson, “Development of the Vajra-Mastaka on Oris- 
san Temples”, in: East and West, New Series, Vol. 26, Nos. 3-4, 1976, pp. 419-433. 
2? Katimandala must refer here both to the padma and to the recess above it which is the re- 
cessed part in between the two pattis.. ° The last pattiis the pithamuhanti which is praised 
by the Sastras as mukhata. In this way the mahapitha should be made in seven parts. (This 
is an additional verse in MS, B. Earlier the mahapitha had been described as consisting of six 
parts, the seventh part being the bhitti described fm v. 38.. “* See the pitha of Lingaraja 
Natamandira. It is called simhapitha because it supports lions at the corners and resembles 
lion’s teeth. It is only an element and not a complete pitha. 
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SILPARATNAKOSA 


ates! war qT’ ATTtT | 
ufITATMa IT: Near: FT Fur Ya 


Tera Far QIU At: 
wT: FATT NRT: i wv 


UF HUTTE ENS NET । 
Fane JErTR TTF ॥ 43 ॥ 


୩୩୩୮୩୫ ଞ୩ ୪୮ ଧୁ ୩ | 
TIT ଏ TIER TAT TGATRT: Ls ॥ 


ଏଫ: ବହେ ସଂ କଳ ୨୮୦୪୫ ଫଧ୮ । 
5 qr qT fand quer frafat° ॥ veo 


ALTMT TAT GH FTIR TIT । 
ସପ ୩୪ କଫ TRAST | XE 


Fo TE mosnnneanes 


pa a ଏ 
pes TTS 


OEE DDO { NOCD] ! 


Fig. 12 
valapitha 


' ଛସଁ ୩4% B 2 ସଂ A 3, ୩୩ B « * TT TST WaT A? Ter B ° qa: 


Ff B 


7? qq: fe B ° aarpfe vfgfrhir Swf quer WNT 1B. (A has a at-the end, 
farwnhire B 


which is outside the metre). ® qfgfraerér A 1° Taught TY 
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53. The cut pertion (khanditamsa) is either straight or curved, 
and the chamfer (dhasga) above it is called a pithadhara. 


54. In the centre ‘there is a vala (roll-moulding), double the height. (of 
the dhara). Above the vala there is another dhara, 
with a cut edge of the same size. Tifis is the pattika called pithakarna. 


55. When it has seven parts in this way. it is called the beautiful 

simhapitha. n 

When it is joined with the downturned karna, it is called muhanti 
karma.! 


Valapitha: 


56. The vahMipitha is always beautiful and bestows auspiciousness on the 
temple. 
First there is the pada, then the padma and pattika, and ‘then the 
first vala (roll-moulding) of rounded shape. 


57. Above this is another patti, thee ancther vala (moulding) and a 
further patti(ka). 
Above, again there ‘are three pattis with oukhota which have the 
same form as the base (pada). 


58. Within the eight divisions, sometimes two, sometimes (only) one 
valaya is made.? 


! Only the front part with the edge,is called muhanti. Mukhatais a synonymous term, meaning 
the front or facing part. he description does nat mention the recesses between the padma 
,and the wala elements, but they must be: inferred. Only in the case of two roll-mouldings do 
we get eight parts. Cf. Ananta Vasudeva, pitha. 
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SILPARATNAKOSA 


qa Tf iT CTI IAATSTGH | 
aur frendgaa Airfare! NEF xe 


TITCAATGRT TATA: HT ' | 

Fre ITNGTOTH TUT AraaT Hard? ॥ ଝା 
ପହ ୩୩g: ‘TS UT: 
a aa ॥ ଝୃହୁ॥ 


୍ଂଂ °: ୭: । 
: ୮ qf ATeTY AVIA N ବ୍ୟ ॥ା 


HUSA eat Gf: ie dc 
ETOMNIITG TR TRIS YUPTIT leg 


ଅସ ୩୮୩୩୮୯: ୩ ସିଂ a ॥ ଝୁ ॥ 


uerefafie 6 flareat reid: | 
୩୪୮ ଅଫ ଅଫ ୩ ୩A ॥ ବହ ॥ 


Fig. 13 
kaulabhattaraka-pitha 


! hrs B °? Ara gTTT CG Poe baie 4 FTI gfaaTg naif B 


° °qTH mfdr arr Noguaern B 


om.in B ®? wre B ° 


5 qTfet A has been‘emended to make sense * Verse 
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Cakrapitha:! 


The cakrapifha is an excellent plinth (pitha), but.it is very rare in 
this world. 


59. It is wellknown in the padmaksetra (i.e. Konarka), where it was 
built by the best architect. 
To begin with, a beautiful bhittipitha is mage with three divisions: 


60. first a pada, then, in the middle, a valaya, then a patta of similar 
shape. 
This is called the trikarma-upapitha, other# follow a different patterm? 


61. Above this Begins the pancakarma, in the same form as that on the 
wall. 
On the pitha jangha there are friezes of figures (meurtibandha), and 
above these bandhanas (string-courses). 


62. In ascending order there are more figures on the upper jarigha above 
the bandhana (string-course), 
and at the top of the second (upper) jangha, there is a decorative 
frieze tonsisting of a row of figures.” 


63. Within the frieze there are figures, and this part is called the mukhata 
(topmost moulding). 


The cakrapitha consisting of these twelve divisions is wondrous to 
behold.” 


Kaulabhatt}rakapitha: 


64. The kaulabhattaraka-pitha is octagonal: 
there are four corners in front, two at the sides and two at the back, 
in this order.” 


65. There is a pitha of, bhadra form® below the sikhara (the spire itself ). 
If there is a sala, the pithas (of vimana-and sala) are the same. 


! See Plate 4. ? The trikarma-upapitha is found only at the Natamandira at Konarka. The 
Sun temple has only an elephant frieze below the paricakarma of the pitha. 3 Mandana 
here refers to the frieze at the top of the entire pitha. * The description contains only 
eight parts, but since the bdndhana and the badanta consist of three mouldings each, the total 
number comes to twelve. ® Cf. “the stellate temples at Baudh. ¢ A square superimposed 
on another square. ° 
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SILPARATNAKOSA 


TNEATYMTITE ITN faa 
fry eg! ଣା ॥ ହୃ ॥ 


ITNSE fr ୩୩ ଏସ ସ୍ଫ? । 
qT YRAUIT RTP: go 


aT reg ueT a: । 
TUT AT fora UT a | ce 


JT: FROIN HTT: | 
TT MET our Aq: ॥ ଝ୍ବ୍‌ ॥ 


Nene Grama 
ନ ନ 
୩୫୪୮ ସୁ qa aad: । 

faa: ମ୍ବ କହ: ମି ୍ଫ ॥ ଓହୁ॥ 
TET FETT aver Jot 


ସଂ ୫୩୨୮ କର୍ମୀ ୮ ୪ so 


fen: aR RR: HAE: 
ର୍ର TUTIETr ATR: THT TUT iE 


Fig. 14 
puskarakhura 


! fem TTN6 A, C ? aur TTT: A, CG ° sai B * cat B. Ono 
additional line between the padasi in B: 3TNS QNreaHarT a 
ଷର ଶଖ୦ ତ: 


eoqg. : 1 7 Tr TTT: 
B ° fr C "gre A, B, GTI C 
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Cakrapitha (continued): 


66. In a broad and lofty témple there should be an upapitha. 
The upapitha consists of three parts and is situatgd above the (main) 
pitha, which is of similar shape.! 


67. The upapitha consists of three or five mouldings.? 
First there is the gadu, joined to the curved lines of the doucine 
(lotus shape). 


68. Above the lotus there is a narrow incisi@n$ which is the special 
khandi (chamfer). 
This narrow portion occurs on the pitha or on another part (of the 
temple), and is called visranti. 


69. There follows another lotys shape of gyeat beauty.* Thus the pitha 
(together*with the upapitha) has sixteen parts.’ 


Pancakarma:* 
70. Listen to the names and parts of the khura above the pitha. 
Khurapada,;* ghanti, khurapatti: these are considered toWbe the three 
parts. 


71. The pada part (of the khura) should, measure one fourth of the pitha. 
There are two types: broad and narrow. 


72. The ghtinta is double the pada (in height), and takes the form of a 
lotus or a khakara.® 
It has the shape of a thorn-apple flower (dhattura), (but) addinge 
transforms it into a lotus-shaped (Kkhufa). 


73. The middle portion of the ghantikg consists of three ‘parts and has 
a gradual curvature. 
The carving gives it the shape of lotus petals (puskara). 


ei pe errors isi ¢ 

! This refers to the upper pitha of the Natamandira resting on the main pitha. 2 If the 
pada portion of, both the lotus elements is counted separately, there are five parts; if only 
the two lotus parts and the recess are counted, there are threee ®? The twelve parts of the 
cakrapitha below the vimana and mukhasala of the Sun Temple include the following parts : 
five mouldings of the pancakdrma, which run hotizontally all along the pitha, the lower jangha, 
the bandhand consisting ,of three mouldings, the upper jangha, the mukhata and jal, i.e. the 
topmost mouldings. The remaining four parts of the upapitha above the cakrapitha consist of 
pada, padma, khandi and padma. * * See Plate 5. , ° The, text uses the spelling khakara 
or khakara. The term khakara has nb meaning as such in Oriya (it does not mean pumpkin). 
_Ahakara means a type of temple with a vaulted rdof. The term may refer to the shape of the 
sky (kha). 


Digitized by srujanika@gmail.com 


36 


B 


SILPARATNAKOSA 


Ferrer aw faa fem: fia: aur | 
FANT: TTT AF: UTGTYT IAT Nl BY ॥ 


TENT qaaT FITMTIGT TUT | 
gyrfg: aATEITd CUTITFTAT YUTTEA! ॥ OY | 


ଞ୍ଜ? ୩ସଙ୍‌ ହସ ୩୩୩: ସୁ: 
ahs: ସୁ: ମି ୯୩ ୩୮ ସବ ୩୪୮୩: ଓ 


ସଂ Uf: । 


ଷ୍ଣ TE 
HR TERT: yt fur: I Oo 


gr gr Mara guUT | 
ସ୍ୃପTE der fafrasqfdrfaas’ i oc ll 


fra TaTfaTATTuT । 
ˆ TOUT FTAA ॥ ବ୍‌ ॥ 


AUT TTUSTT fzraa ud । 
HTETHED: UE TT IGT | col 


qq forafeer Nf qT TIAITAT । 
gfe GTfrନRT ଟା ॥ ତହ 


ସୁ FTUTATT: YT: GUT fry T:!0 
UT ଏର delhi oa ETECMTETUT ଦା 


` quNE B ° ହାସ C 3 UT B ‘ HY B * 6 


oer Bp ! mre 


ET A ® Tuas B ! quergt sfaqaeC ag A,B,C 
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74. Two of the‘three parts are curved and gradually narrow as they 
rise. 
If this curved part is prominent, the khura is called khakara khura. 


75. Above the pada there is a narrow pattika band, measuring one sixth 
(of the khura), 
called the khurapatti. This makes (te work) easy fer the architects.! 


76. In some Sastras, the cheda khura? is considered inferior. 
A khura which is excessively incised is nejther beautiful nor appro- 
priate. 


77. Between the two pattis,” the central part of the broadest section of 
the «hura pada, 
there is a small niche. This should be carved in the kguraksetra (the 
area of the khura), according to the prescribed rules. 


78. In the central space between the two khura-kumbhis, 
a khuragrha (niche) should be made, sculpted with various types of 
figures, 


79. (such as) a guru, the guru’s house, disciples, various schpools*, (for 
the teaching of ) 
singing, music,” Vedic texts and poetry for entertainment, 


80. or a king sitting on a throne, with his court,® 
soldiers and ministers — these should be carved in the niche of the 


khura. 


81. On the top (of the niche) is a small spire (sikharika) and a vajra® 
mastaka. 
The khurapatti is decorated With creeper-work (khuravalli). 


82. The ghantakhura (bell-shaped part) continues abave this, twice the 
isa 7 
size. 
Just as a bed has four legs, so a sikhara has twelve (khuras).® 


! Probably this refers to the patti of the khuragmha, see below v. 77. * Khura with a deep 
cut at the bottom. ° See Rajarani paricakarma. * See Lingaraja, north-east konaka, 
north face. ® See Rajarani below the western niga. § See Rajarani, north-west konaka, 


north face, south-east konaka with queen arfd attendants; Lingaraja, north-east anartha, north 
face. "This line seems to bejong to the descripjion of the pada and khura, v. 72. ® Only 
in a triratha temple are there twelve; in other temples there are more. 
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ଟନ୍‌ ସବ ୪M: ସfawUG: । 
qr: Th: yRr! FHS at Noa 


ger mgngfa: farfaaearg ee: | 
ଏଫ? MAG TerT Are: qf: cv 


ପହ କONITT ୩ ଧୀ ସୃ ସା । 
UTTFTATGfT: FHT: TAT HYTCTTGR: Nox af 


PHITE: gery: ଶୁନ କଲମ । 
ସୁପ ୫M ୩ mar Tura: Gel 


Sar ETT: marmifahnTe: । 
Te Hea Fer: ce 


FAG fer TT Tf UTTRITAT: | 
NEAT: FRI? afr Nos 


FHIET HUNT?’ YRS RT । 
HRI’ ସବ Rd CTH ॥ ଅବ୍‌ ॥ା 


UT TATOO FRAT GHTTTT!! | 
EIଳaY Snr Free) fret qT ftga!? ॥ ବଚ 


:13 l 


GHIA: FRAT: MTIAATTATTT 
14 axa FIT Ff TF unATTtT ॥ ବହୁ 


afer fi car bh 
TYG! fea faa ॥ ତ ॥ 


! aur A ? axrgfe: mur fraser iB Hel ei ' ଏ A, C୯ ® ଜ୍ଞ ଙ୍କ 
B ° mur HUunmy auf YB awa TAA FUuInTeT TUT 1 C  ! rT 
gor mor ANC ° 4forer C, aft B 9 aun B, fafa a C !° Taman B 
Cc aq HRT FATT | C ! off: BH 3 grergqarrd: aur C 
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83. On top of the khura there is another patti, which should constitute 
the foot of the kumbha. 

Above (the, ghanta) is the khuravala (moulding), measuring one 

sixth of the ghanti.! 


84. This khura is called the great earth, and it represents the element 
° earth (tattva). 
Just as the world is created from the five elements, so the temple is 
conceived "(from the pancakarma). ° 
85. Above this (the khura) is the kumbha, which has the same height as 
the khura. Fi a 
The kumbha represents the element water, and it always bestows 
auspiciousness. A 
86. (It consists of) kumbhapdada (base), kumbhapatti (band), kumbha 
and kumbhamudraka (the lid, thé upper part). 
The kumbha should normally be made with these four parts. 


87. Tliere are two types,of kumbha: one is broad in the middle, the 


other is broad in the upper part. 
When the middle is of rounded form, it is called‘a madhyagarbha 
(kumbhaka).? 


88. The hkumbha with a rounded upper part is of great beauty, ‘and is . 
made by the best architects. 
The top of the kumbha is the pafti, consisting of one eighth part.’ 


89. In the middle parteof the (khura) kumbha, a smalt triangular kanika 
is made. 


In thig, a kumbhakarna should be made with figures.“ * 


90. Thus the kumbha consists of four parts., ନ ® 
There are kumbhas on the pillars, on the niche pilasters, on the 
sikhara, and they may be either small or large’ 


91. The kumbha should always be constructed according to the Sastras. 
Above this the third part, the potta, should be made. ° 


92. Of the five elements, this represents fire. 
The kati (recess), incised with four divisional lines, should be cqn- 
ceived. 


! These two lines have been inverted, because otherwise the sequence, which proceeds from 
below, would be wrong. ° ®? This type is only, found in the early temples of Orissa, e.g. 
Simhanatha. 2 In this context, the pattt most probably includes the lid part (mudraka). 
* Sometimes miniature anmals or birds are represented there. 
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faa fadasagaga! Suhr: ffosarSaf: । 
MTEC? TOT: RT: Nl ବ୍3 


TMEAHTANT ATR ସu । 
ପୀ ୩୪: ୩5f ଅଧ ୩୮୩ ଙହଷଙ ॥୧୪॥ 


fgar Fafa afr: । 
qua uneuaTi shore ॥ ୧୪ ॥ 


କଲୁ TTT a 
en nl ap EL NN ବ୍ବ୍॥ 


ର୍ଣ: Roa HET ର N 


8 Nur fq Iam । 
TATE EHT’ IT HTATTS: 4 Id tl ୧c 


TTY TAT TOE HUT | 
WHIZ AHTE HUT Tf TT UTIFT: Ne 


Kh enue Mana ର 


FIA OMT: PITY UT TT | 
ANTHMTATTA CIT TTITFTTTAT | $0୨ ॥ 


UT TOIT: ATT ATEN HITT: | 
fat ONT frat? A fg qfesaa!? ॥ goal 


? ଶ୍ର B 2 guaran B HUNT C 3 HATEtT C, first line om. in B. ‘add 
A °? fry sav aut B ¢ qanfgfr A, B 7 wf TE FT GarUTT aff: B 
5 QUITE ଆ 3 ଏଥ ଏପ 4, B °? aaa Cc !° fC !। ସ୍ମ ମମୁଷ 
କଲ କ୯ ” fet A, ୫ Ad କହ । ଓ ° କଙଙ୍ ୯ 
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7 VASANTA 
“KAN 


6 PATTA 


5 KW{BHA 


KHURA 


2 PATTA 
CHEDA 
KAN! 


CHEDA 


~ 


£ O PADA 


Fig. 15 
kanipitha and pancakarma 
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JANGHA 


VASANTA 


(9 LILAPATTA 


Fig. 16 
hlapatta and rajabandha on pafnicakarma 
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93. Below ite has (downward) slanting incisions, and above it has an 
(upward) slanting curve. 
The pattae part is t¢ be carved in the centre (between the two). 


94. On this broad middle field, scroll work should be carved. 
The Kani has the appearance of being blown by the wind (Vayu). 


95. Above the kymbha there are the following.divisions: patta, kani and 
vasanta( ka). 
The recess (below) the vasanta resembles a damaru; the kani has. 
(damaru recesses) on both sides. 


96. There is a (vertical) dharapatti with pendent leaves (pallava) on 
three parts in front of the kumbha. 


The paltfava is broad in the upper part, and narrows down along the 
kumbha.! 


97. Above the kumbha there is beadwork pn the patta (gundika-dhara) 
(framing the patta). hl 
The third part (of the pdncakarma), the patta, is one fifth of the 
size of the kumbha. 


98. In the centre between the two borders (dhara) there is a prominent - 
broad patta. 
Thishas many kinds of carvingsg, and is called the “playful” patta.? 


99. The architects adorn the vyomapatta with royal scenes, 
armies and varjous puranic stories.” 


100. Agaift there is a narrow dhara and on the broad part is a patti. 
The kan: in the middle (between vasdnta and patta) is the Kani 
symbolizing the wind element. 


101. Above the Kani is the place of the damaru, “which constitutes the 
top of the pabhaga (i.e, the whole pancakarma). 
The excellent vfsantapatta symbolizes the element akasa. 


102. In this way the pabhaga looks beautiful on the sikhara and on the 
sala. 
Without the pabhaga the sikhara would look defective. 


! This description fits some temples like Rajarani, Lingaraja, etc. ? The connotation of 
the word lila in this contgxt is that the sculptor could represent scenes freely and without 
canonical restrictions, hence’ “playful”. {t also implies that’ scenes from the Krsna-lila and so 
forth could be represented, cf. Jagannitha temple, Puri. 3 Normally there is only scroll 
work, but this description fits the Jagannatha temple. 
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wraTTy: ATF PHT HTT FT! । 
Fre TTRETOT? TET AT ETT: ॥ goad 


PTE TOT: fara sara: । 
THITET TTS TC: CTBT: TIT ॥ gov ॥ 


a ନ Nox ll 


TE TE:  ଵ ୩ ୩୪7 ସ୩୮୩:୭ । 
STFA: ? aT: 10 ॥ ହୁତହ୍‌ ॥ 


1 TEP M୩୮ ସବ ୩କMAM ଓଙ: । 
SET: HTT: TET: RATT: NN goo 


ଵଷ ଷ? ଧୀ କମ raw! । 
ହର: SR: 14 ଵଷ ୮୦୫୦୩: ॥ ହୁଆ ॥ 
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Sikhara: 


103. Now I shail recount the names and shapes of the parts of the sikhara, 
and the parts of the salajanghba,separately, along with the architec- 
tural parts of refha temples. 


104. The top of the pabhaga projects by one third (as the jarigha is set 
back), (resulting) in a ledge. 
This is the varandi (ledge) of the pabhsuga, and is called padaccheda. 


Jangha: 
105. The jangha is the same height asthe panicakarma.! 
It should be constructed with three offsets at the sides. 


106. On the front is the janghdpatta and on the two sides are the dharas 
(fluted recesses). 
The jangha up to the melana is seen as consisting of five elements. 


107. The‘three mouldings (trikarme) of the jangha are the first of the 
five parts (counting the trikarma as one element), and they are 
projecting.’ 

In, vertical order these are: janghapada, janghavalda and janghapatti. 


108. The trikarma is made only in the front part of the lower section (of 
the jangha). 
The dhara on the sides has the shape of a slab; it is only a (plain) 
band (dhara). 


! Where the jdrnigha is divided into two parts, one part is of the same height as the 
pancakarma. 
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MANDANA 
CULA 


DANDA 


BANDHANA 


DANDA 


PO. 
JANGHA- 
NAYIKA 


PINDIKA 


Fig. 17 
jangha 


fs erfofrsarfaa! ୫ FAT । 
ମସ fe rear:? quT fe କୁ ॥ ହବ୍‌ ॥ 


HITTA TUT MITHFRTUIATA | 
୩୮୯୩୩୮୫ ଧୀ STA AN ॥ ହୁ ॥ 
ସୀfaefRw ମମ ମସ । 
TUT TYHENTATA TIO: GT TT? ॥ ୨୨୨ ॥ 
5 ନସ ୩୮ ଙପଫ୩ ପୁଷ । 
9 furefTrSTIeON Tur Twrehrfar gga 


! uF Sf ¥ B ? HASTA ° YB ‘MTA |? frat B ° afer B, 
TGTT C ' ଷ୍ୁସ A, aaa Aref C 5 uUT-/SITa ATCT Haas AIA । C, 
frame aut B ASTER aa ୩ aaa B : 
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109. The lower part is the trikarma pindika 
(base with three mouldings), the up- 
per part is the trikarma mandana (or- 
namentation with three mouldings), 

and in the middle is a pilaster with creep- 
ers as in a poet's imagination.! 


110. Just as beautiful alankdara are used in po- 
etry, according to the poet’s skil], 

similarly, in architecture, beautitul figures 
should be carved on the jangha. 


111. Many types of creeper should be carved on 
the latajangha. 

Just as ih the beginning, trees (and plants) 

were created put of the five elethents. 


112. so, on the sSikhara jangha, creepers and 
trdes are pleasing to the mind.? 
On a broad surface, a sikharika,( miniature 
sikhara) should be made on the area of 
the jangha. 


Fig. 18 
latajangha 


\ See for example Muktesvéra. “ ? ‘The implication is that the pancakarma represents the 
five elergents, out of which the whole temple structure grows. This is symbolized by the plants 


’ represented on the Jjangha above the paricakarm®. 
- . 
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foretforfa: FG: far qTHAUsaN! | 
୩୩୮୮୩୩ ୩g: ୩୩୬ ପqag ॥ ୨93 ॥ 


Fig. 19 
vimana Sikharika 


TMT qT auT \ 
TST: qf ॥ ହହୁ୪॥ 


CT TITFTUTM frre fs । 
famrfaerar wTd’ ATATTTATTT: ॥ ୨934 ॥ 


UgTAATAT TT BOGS 
5 Tg frefesr gf: TTY Fre ॥ ହହ୍‌ ॥ 


! aI € ? MFT B, HTFRT C 3 vary AC * ଙ୍କ $ gue B 


Cc 
¢ ୧%: B ' cq B ® Line om. in B” ®? fant atm: C 
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113. The sikhar¢eka is of three types: vimana, cala mandana and khakara 
sikhara.! 

These are the three types (of sikharikas) which cover the broad 

jangha. ” 


N 


¢ 2, ( . 


| 


Mh Dy 
af 


Fig. 20 Fig. 21 

calamandana Sikharika khakara Sikhkarika 
114. On the jangha sikhara, there is a pada, a lotus,*a vala (moulding), 

an upturned lotus, and a band (patta).? 
115. The base (pithikay of the sikhara thus consists of five parts, 

and it is called the asana (seat) of the vimanika according to the 

Silpasastra. 

116. The pilaster (khumbika) will be thrice the height of the lower part. 

The sikhara pilaster of the jangha is divided into five parts. 
! The vimana type is a pidha gikhayika with a tiered roof, damalaki and kalasa crowning. Cala 
mundana refers to the type of oimapnika crewned by '& vajramastaka. The khakara may be of 


geveral kinds. See Plate 7. 2 This and the following description is not found in any one 
- example, but the different elements are found in Various combinations. 
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1 TOMMY? GTCEUSYS THAT | 
qIEUT: Gn CT TIFT T:" noel 


+ 


fare ୩୪୮୩ 


qTETATTFRT | 
vig: TNTTTYR GAT CYT: ଆ I P95 Nl 


frntfafgd SH aasTg faa । 
6 ଅଞ୍: TEAM TGTTOTHTT ॥ ହବ୍‌ ॥ 


7 gar: TR gan: moa her: a । 
HauUT fren qgrfgeanr fama ॥ Roh 


fEATTET TREN FTFHETTAVGAE | 
UATATRUT ନ NRK ॥- 


qf Frafaranre! qyqranfad: 
ATID aATGR!! ATTA Rg. fT: 12 ॥ ୨୧୧ ॥ 


ସପ୍‌ ୮୩୩ ga fer TTA! । 
CIOTTTTAT! aT frarfasr HTS T ॥ 923 


FATT TT TATINNTF!S FuT | 
TUT FTE fTATATY FACT: GHIA: ॥ ga¥N॥ 


! nT C °? mM B ? rr C * gg ger: B ° oqma B, HTaT C ° Line 
om. in C aI ofpgre marae: wna I B, qari Eee raf  । 
C ® Ha A, HJITTET NT GITYHgTHIGAH C °? FT AHAAT HFA TF fara A, 
aT Mya କଂ ad B, (2 syllables missingy “° fae aTr4yh A VV ang A, 
B,C * TdT Hg ୪୮ । B ” ଇହ B M“ crt C ! ମarerafr C 
16 Zoahrfeaqunran C ' 
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117. These five parts of the khumbika (pilaster) are: pada, danda, ban- 
dhana, 
another danda and crown (cula). These are the five essential parts 
of the pilaster.! 


118. The pada consists of three parts (trikarma): pada, valaya and pattika. 
When the jarngha has a broad patt:, five divisiorfs are sometimes 
created (horizontally). 


119. The lower janghavtmanika should be gonstzugted with a trikarma. 
The straight part (of the lower jangha) i is to be made of the same 
height as the pada (i.é. the pancakarma). 


120. There are narrow bands (patti) on both sides, in between which 
creepers are to be carved. 
(In the recgss} on the sides of these Sikhara-pillars, a pilaster with 
a fivé-hooded serpent should be created. 


121. On the remaining space of the jangha, in the area between the two 
nagas, I 
alasakanyas (playful maidens) should be carved on the jangha.* 


122. On the Sides there are nagas with five floods encircling the pillars 
thrice,? 
and entwined creepers (latika) of different shapes. 


123. On the $ides of the jangha (recesses), nayikas are to be carvede 
These are called janghanayika. . 
Above the stambhapada, whepye there is a beautiful vimanika, 


124. a trikarma bandhand (is made) on top of the lower danda (or jarigha).* 
As with the.vimang of the jangha, the lower danda is beautifally 
decorated. 


! In some‘temples there are pilasters on either side of the vimanikd. 2 In some temples 
above the nagastambha, the hlasakanytlis reach to the top of-the jangha (cf. Mahagayatri 
temple, Konarka). ®? For a description of the nagas, see vv. 142-164. * The mouldings 
‘of the dbandhand are not always three, they vary bétween one ahd three. 
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autfg Sdry yas ଙ! aad । 
GTA IF THVT tT? ॥ ୧ ॥ 


TPF AT STRAT HAY TUT | 
pL bh aD en eG ॥ ହହ୍‌ ॥ 


fraeaya fnrfyନrate ଷT " । 
Sf TA ETS, ha gf: ॥ ୨୧ ॥ 


YT TTGT TAT TT TOIT: FI । 
feat: qhossr FT FAs qm: Nga 
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125. In the same way one should make an upper danda with a jangha 
pilaster. 
On the janghasikhariké, many types of subdivisions into three or 
five segments may be made,, 


126. according to the imagination of the architect.! 
The culika (top) is in the fifth segmertt (which may be) either narrow 
or broad. 


127. Three offsets adjoining the niche (sikhayagrha) should always be 
made? 
above and on the sides. (The ornamentation) should oply be of 
rounded, ball shape, 


128. and with strings of small beadwork (gyndika), called gundidhara. 
At some places there arg two lines* of bead-ornarfients (gundika) 
joined onthe sides, on each of the three segments (trimoda). 


129. The main centraleportion is projecting, andethe gundika is carved 
only on the border (dhara). 
In the space between the two borders, in the visranti, either lions 
or dancing girls (nartaki) should be sculpted.? 


130. This portion is called the narijangha and it is most pleasing to the 
mirfd.” 
The niches within (the vimanikagrha) are the same height as the 
naribandha (row of female figures). 


131. This baedha and the pedestal beneatheit are framed by gundika- 
ornamentation in all three segments. 
On both sides (of the main niche), small figures should be carved 
in the niches on pattasanas.® 


132. Within the beadframework ‘there are either divime figures, armies 
(caturanig&) orga teacher (guru). 
This part of the pattasana bestows happihess on those who see it. 


! Since the sides are set’ back, the central niche stands out, resulting in three gradual projec- 
tions. Some temples, e.g. Brahmesvara, have five such segments. °? See Plate 12. * Lions 
and other virdlas are carved on the |owér jarigha, female figures on the upper jarigha. * See 
Rajarani ‘jangha. 5 See Brahmesvara temple. ,. ° The patta below serves mostly as an 
Gsana for the figure(s) in the niche. 
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133. In the Calukya style, a pilaster should always be constructed (on 
the jangha). 
There is a patta (frame) and in addition two symmetrical pilasters 
are constructed on both sides. 


134. The beautiful stambha anuraha resembles the section with the dotible 
pilasters. 
The larger lower sectjon has the form of the basé of a pillar. 


135. Above this on the two upper parts is the rounded womb ({Yarbha) 
of the pillar. - 
Broader at the lower part, it graduatlly narrows as it rises upwards. 


136. In the fourth section, the pilaster is extended, and this is called the 
head of the pillar. 
In the fifth section of the pilaster, A deep recess ig cut. 


137. The upper part of the pillar takes the shape of a pedestal consisting 
of two parts. 
In the case of a rekha templ¢, the stambh& should always be con- 
structed in this way.! 


138. KSikharas consist of three equal parts. This is also accepted in other 
Sastras. 
Now ljsten to the order of the three parts, which correspond to the 
three gunas in balance.? 


139. First there is the pada (pedestal), then the grha (niche) and finally 
the cula (crest). The lower part is (either) of small or large 
shape. 

At the bottom of the pada is a seat (baithi) which consists of one 
part. 


140. The pithika consists of two parts joined by a thand: (recess) deco- 
ration, 
In front is a brofd patta with creepers and foliage etc. 


141. Sikharas are to be constructed in accordance with the rules con- 
cerning the measurement of the various parts. 


~ 


3 There seems to be some confusion between the round nagastambha on the anuraha and the 
octagonal konaka pilaster pf the jargha, as at Muktesvara and Parvati etc. 2? The three 
gunas (tamas, rojas, sattva) play~ an important rofe in the classification of any subject. Here 
the pada is equated with tamas, the grha with sajas and the cula with sattva. 
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Nagas: 


On the sides (in the recesses) of the sikhara, nagas and nagakanyas 
are to be sculpted. 


142. Listen to the names and parts of the nagas, according to Silpa: 
Best are a naga couple, a nagaraja (alone), mvp 


143. nagakanyas, a pais of nagas, nagasankuli (intertwined 
like a chain), and chandaka (in the shape of a fig- 
ure 8). 
Listen to these six types of nagastambha: this is the 
pure work (of sculpture). 


144. At the top, three or five hoods should he made accord- 
ing to the rule.! 
On the right side in the cavity of the hoods, a male 
figure, (naga) should be sculpted, 


145. and onthe left = beattiful ang playful nagekanyda. 
In the middle there are two intertwined circles, like a 


ring,? 
146. below which is coiled the tail. The nagaraja is in the 
centre, 
with three hoods and folded hands. He is half serpent 
(half human). 
Fig. 22 
nagastambha 


147. The négakanya follows the same pattern: surrounded by two coils, 
the tail is below and a threefold hood above. 


148. The nagakanya in the centre, decorated with various ornaments, is 
pleasing to behold. 
She has two hands, one holding a lotus and the other displaying the 
abhaya hasta¢ 


3 It is rare to find nagas with three hoods; mostly they have five or seven. Examples of three 
koods are found at Ratnagirf and at Dakara Bibhisanesvara, Bhubaneswar. *? The coils are 
intertwined at the centre (kundali) only in the case of nagamaithuna (couple of nagas), e.g. 
` Konarka junction north (Neu Light on the Sun Temple of Konarka, Plate No. 38a). 
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149. The nagastambha is divided into eight equal parts. 
A naga pair, with vgrious features, should be sculpted on the door 
jambs 


150. The hood of the male naga and the tail of the female (naga) are to 
be intertwined; 
their bodies are interlocked like a rope. This is called nagacchgnda. 


151. Similarly the (bodies of the) nagas are carved one above the other, 
like an (intertwined) rope. 
That is called yugmabandha. It ig sculpted on the door frame to 
ward off hindrances.! 


152. The {wo bodies of the nagas are intertwined like a chain 
in the form of visarga, with the coils turning outwards.? 


153. (In this chain) two ciréles make oné link (chanda). This is the best 
contposition for the naga'’s body. 
At tifnes the head of this naga in the form of a chain lies below. 


154. The nagastambha is normally constructed with eight divisions. 
Listen te the subdivisions in ascending order.” 


155. The pillar, with Khura, kumbha, étc., has a niche above. 
This niche is square (rectangular) shaped and decorated with vari- 
ous ornaments. 


156. Above this is the dharanibandha which has the shape of an upward 
facing lotus (this is the thjrd part). 
The tail of the naga should be carved at the joint of the thirdeand 
fourth divisions. 


157. Above this there are three sections of equal size consisting of the 
three coils of the body (of the naga). 
The seventh consists of the neck of the naga and the head with 
facial featutes. 


158. Th& male and female nagas are to be carved with their hoods (be- 
hind) in the eighth division from below. 
The topmost part consists of & vajramastaka. 


i! Cf. "Konarka door frame. £ In the form of a figure 8. 2? There are several varieties of 
ndagastambhas and naga thotifs. Those described sin the text are not exhaustive. The circular 
nagastambhas in the anurahas generally have features such as a gajasimhao at the base, which 
have not been mentioned here. 
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TEXT AND TRANSLATION 


As described above, these forms (of the naga) 
bestow blisseand auspiciousness on all. 

For protection, nagastambhas are sculpted at the 
doors and at places rbsémbling a door. 


The body of the naga should be of round shape, 
and the head and tail should be like those of a 
serpent. 


Nagastambhas of large size should be sculpted 
on the walls, 

on the sides of fhe sikharifas and windows 
(gavaksa) and at the door.! 


The nagas dwell in the patala foka and support 
the earth. 

The nagabandha is therefore the best protection 
for thg temple. 


Because the nagas dwell below the earth. the 
conception of Silpa is 

that the great nagas support (the temple). They 
are therefore sculpted for the protection of 
the temple. 


On both sides of the sikharika, a nagastambha 
or a dharastambha (may be made). 

The central niche, in between these, should be 
adorned with djkpalas or other figures.” 


81 


Fig. 23 
nagastambha 


3 For example, the,doors of Rajarani, Meghesvara and ‘Yamesvara at Bhubaneswar, Varahi at 
Chaurasi, etc. ®? The text refers to the sikharikas at the pancakarm 
by nagastambhays, (cf. Réjgrant, Mahagayatri temple at Konarka) and also at the jangha level 


in sgme temples (e.g. Bhilli Beuh). 


other figures at the pancakarrna level. . 


a level which are flanked 


ତ Dikpalas are only found at the jarigha level, and 
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Jangha (continued): 


165. Other pilasters of straight form! consist of five equal divisions: 
the base (stambhapada), the (lower) shaft (danda) of the pillar, the 
middle string-course ( bandha), the upper shaft and the crowning 
part (stambhamuhanti). 


166. Beautiful is the stanmbha which consists of all these five parts. 
One should carve two borders (a frame) of equal shape ang scroll- 
work in the centre.? 


167. These three features are characteristic of the stambhabandha (middle 
string-course). 
In theemiddle of the patti, (the shape of a) vertical damaru should 
be cérved. 


168. In the centre lies that part of the stfing-course, which is called the 
banc around the pillar (stambhabandhana). 
The upper parts of the pillar above this should be constructed on 
the pattern of the lower part. 


169. The top part (muhanti) is sculpted with mouldings%n the form of 
scrollwork. 
Here the summit is in the form ofa sikhara, while below it is deco- 
rated with circular ornamentation.” 
(The lower) part is large, and above is a small kglasa. 


170. One part is like a sikhara in the shape of a pithika, which gradually 
upfolds. 
On the lower patta layer, it is decorated with scrollwork and pendtnt 
ornamentation 


171. such as dangling sprays of jasmine flowers ( mallikapuspa). 
This is known as jharabandha. It is the best ornament for the 
sikharas 


172. Above that (i.e. the vimanika) and of similar form is situated the 
Dhenibandha. 

(The vimanika) joins (the phenibandha) at the first layer. The 

mundali (crown) is at the top (of the phenibandha or melana). 


! To differentiate them fron. the round pagastamphas. Here the pilasters of the entire jarigha 
are described. ®? Additional verse in B: in the central part which has two incisions there is 
a row of threefold gundika ornamentation. ®™ MS B. 
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173. In the centre is situated that part of the niche (niga) called the 
sikharani$sa. 
On the sides, divine figures (murtis) should be created, according 
to the deity (of the temple). 


Virala: 
174. Now listen toea diffesent subject: the features of the bhittiviraja. 
In the recess between the pagas, just above the pancakarmda, 


175. these are placed dn the same line as the ¢cqrresponding) parts and 
at the end of the wall. 
This is considered to be the garbharekha, the line of the garbha, and 
it reaches the same height (as the garbha). 


176. One should make a row of viralasethere (in the recesses). Viralas 
are known to be of three types:! 
first theré is the fimhavirala; the gajavicala is best; 


177. the third is the mrgasimhd (lion's body with hosns). There are 
other types also. Listen to their different features: 
(Simhavirala:) 
This magnificent lion looks backwards with his forefeet (raised) in 
front. 


178. He stands on his hind legs, which are as straight as rods. 
This li6én looks backwards, is fierce and has a curled mane. 


179. This viralasimha is known ag the protector of the temple. He is lord 
of the sacred ground (ksetrapa).? 


(Gajaviralas) 


This virala with an elephant’s head and trunk has his tail hanging 
forward (between his hind legs).. 


1, There are many forms of wirgila, ‘bute here they are classified symbolically under these three 
types. | ? See for example: RajA4rani, between the north-west konaka and the north-west 
* anuraha; Lingaraja, between the south-west anartha and the south-west Konaka; etc. 
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180. This virala-has the body of a lion, and is called gajavirala.! 
These two (lion and elephant) represent power and intelligence. 
This is invariably «established in Silpa. 


(Mrgasimha:) . 


181. The excellent mrgasimha (“deer-lion” ) is a lion with deer’s horns. 
The mrgasimha is victorious, and endowed with power and swiftn&ss.? 


182. [It should ‘be carved with a curled mane down to the neck, znd the 
tail should descend to the level of the feet.® 


(Dharmavirala:) 


The bqgfy of this virala crushes and 
tramples on an (enemy) demon of 
the temple (Kirttikaunapa). 


183. (The demon), whose skull is being 
crushed, looks ups with a sword in 
his hand. 

The lion is the symbol of majesty. This 
is the fharmavirala.’ 
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184. It is papapurusa (evil personified) who 
is erushed by the lion. 
(A virala is sculpted) in the recess 
(visrantimandala) between each 
sifhara (i.e. vimanika) and paga. 


med 


4 


NCA 


185. Each virala figure has 3 thicket of 
shrubs carved on its base. 
This fourth part of the viralé ({stambha) Fig. 24 
is called the viralapindi (pedéstal). dharmavirala 


! For the gajgeirdla, see Rajarani between the south-east konaka and the south-east anauraha; 
Lingaraja between the western raha and the south-west anartha, etc. 2 Cf. Lingaraja, 
between the north-west raha and the north-west anartha; and Jagamohana between the north 
konaka and anartha. * No such examhple could be found; ‘the tail is normally raised between 
the legs. * In Rajar&ini (between the south-west konaka and the south-west anurdaha) the 
Kaunapa is holding a sword and a shield. At other temples, such as Konarka, he is not holding 
anything. ° Whenever a démon is crushad by a vindla, whether its face is of a simha, gaja or 
a mrga, the virala is called dharmavirala. For examples see Lingaraja between the south-east 
raha and the south-east anartha; etc. 
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TETRA! JTorTS ATT? | 
ea a: ॥ 5g 


qfdtahrfa are FTTTSTATAAT । 
bl) Sisk a NEC 


UT S୩୪ ର୍ଷ ୩ ୫ କର୍ମ ମ ୫୮ । 
7 au fe Cerege Frferear gor goo hl 


FTEIPTECT WC 7୮ ଖଫ କମର: । 
YEA aATOU FITTRAATTA ॥ ହବ୍‌ ॥ 


Fanrfioem: ary Faimgae fardm । 
FraTAUTYT FS ସବ fr ଷର ସୀ ॥ ବ୍‌ ଠ॥, 


Famer dure nosyy!! qurpfa: । 
HITE I Arf aard!? ॥ ବହୁ ॥ 


Fras TgTE HTT Taft 
IUhrerRor!? Fra Arey: କମ ॥ ହୃଦ ॥ 


THT: TET SeiTITATRfT: 
TONTT DACTT PUYT HTT ॥ 9୧a 


FO TOT 5 Guile APTA! i 
Framyenrfife ed ERT TRT ॥ ୨୧ ୪ ॥ 


°HTAT A (this line is the second line) _ 2? qxHTIGHTET A, “Hat C “ afeTpHy 
arms fr: \B * fhe B ° cqfgmfaa B “ Sf hart frag 
୯ ' ୩୪ fr Ig ଲା ମଧ FrfTaaTIT: .1 BY ° eat A FTTH sargaT $a C 
? UTR: A !° fiaegqyafsYr C "HUST A, B 12 ra fr aa B Vo aquirea 
୩୯ a । B !” Muna C* 6 qq A,B” ' 


Digitized by srujanika@gmail.com 


TEXT AND TRANSLATION 89 


KALASA PN 

KHARPARD AR errr 

AMALAKA a i 

BEK! 

VISAMA 

GARBHA 

KONAKA TUNGASIKHARA 
: 0? (RAHATUNGA) 

BHUMI i) 


BHUMI-AMALAKI 


2 eo KE 


MELANA 5 KOLA) 
PB |) eS | 
pC Ma ୬) GHANTI 
a a 4 ti NAE Es 
URDHVA-JANGHA rr 
NISAPIDHA 
BANDANA PHENIBHAGA 
(SAKAR§) 
NIMNA-JANGHA NISASTAMBHA 
NISAGRHA 
PANCAKARMA NISATALA 
NISAGUMPHA 
3 : NISADHARANI 
fF : 
9 


Fig. 25 
- rekha sikhara with nisa - 
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ଆ: 
ସା y 


AM 
2D 


Fig. 26 
lalitastambha 
({v. 199 - 201) 
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186. The gulmapatta constitutes one part out of five. 
There is scrollwork bgneath it, and aboye it on the seat is the virala. 


187. The part of the wall {in the virala recess), which projects outwargs, 
consists of pada, pata and* vila (fillet). 
Above there is a bandhana which is also projecting, and in between 
these is carved an excellent virala. 


188. No figure should be carved (in the recess) above. 
The wall should be covered (with figures) on three sides (of the 
temple) up to the height of the vira{a.. 


189. Listen tq the detailed description of the nisastambha (pillars of the 
niche). 
Starting from the bases the following are the features of the parts 
of the nisa. 


190. A niche (nisa) in two parts ds best. Theenisagrha is on the lower 
storey | 
and above it is the nisamandapa: It should always be made in two 
storeys thus. 


191. The mandapa is of the same shape and form as the nisagrha. 
The different parts (of the niche} should follow the sequence of the 
wall. 


192. Just as the walt of the sikhara consists of five parts, so it is in the 
case of the lateral temple (parsvamandira, i.e. niche). Pp 
The nisa is one fourth of the total height of the bada, The wall- 
portion (of the nisa) is narrow. 


193. The pabhaga, jangha, bandha, and upper jdngha are all of similar 
shape. 
(Only) tlfe‘phenibaga in the upper part takes a different form. 


194. The three or five sections (of the wall area) should be constructed 
on all three sides of the door (of the nisa). 
This is called the nisagumpha (nisa cave). The niche has a corbelled 
roof. 
! The"word nisa denoting niche should be related to nisanta, house, dwelling, of which it is 
a shortened form. The ni¢he is the dwejling-place of divine and other images. 2? Without 


taking into account the pillars. “ ° This side ternple with a corbelled roof is not found in all 
temples, but only in later témples such as Andnta Vasudeva and Konarka. 
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YEA ATOT TPIT ଅଧ । 
FTO SaTdTNT: YI IgATRATT! FRM NM 


ସ୩UaT ସା: : 4 
qr aT Gor sg : ଏ ଆର? ॥ ହବ୍‌ ॥ 


CTCTAITS NT aT GE RT Tt 
qTeuTT FTES qa SAT RAT 1 ୧୧ଡ॥ 


fawraT ere Fara ana | 
FriraeaaT a te Afaarearan ॥ ହବ୍ 


* qyRHTEETHT TITHFITTfTGTH | 
BM qT ITY GT: FTF GHTTTT NR 


® qr: FATT: ଷଞ୍ୀସଫ । 
% nT qf mITeT FER FAT Hf ॥ Reo 


TennrGfafa qF FEU । 


ATATITT TAT: HUT: STANAIT: 4 HLT ॥ og ll 


ର ୩ ୪୪ Iga: Halt B °? Thu: B, cr, Sara C ° ସକ ନ ୭, ମସ ଏ € 
OMT ATLA A, B *” fZoarGgnr THT B ¢ ar hier: A a 


TUEH T ATTAIIE A FIHITYGRT ITT: TYRHCUTITYG: B Ta 2 


ର 
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195. The nicheewhich rises from the pitha, up to the same height as the 
pabhaga (of the wmana), 
is known az the nisadharani, and it has six vertical divisions.! 
196. Above the dharant is the pitha (pedestal of the murti in the niehe) 
which constitutes one part. 
It is either a padma or a kanipitha, and is called nisapitha. 


197. Pada, padma, patta: these three (form the pedestal of the image in 
the niche). Sometimes they are made with a kani. 
Thus the nisapitha has five parts, as in the case of the main pitha.? 


198. Nisasthmbha (pillars) should be made in the nicKe. This constitutes 
the main section. 
The nisa pillar should be made to the same height and up to the 
same, level ag the wall section.” 


Stambha: 
(Lalitastambha:)} 


199. A large pillar should be constructed, consisting of five parts: *panca- 
karma,“ 
janghadanda, bandhana in the middle, above that the (upper) jangha, 


200. and finally on top the muhanti. It should be carved with vertical 
divisions,” 
which aascend from below. This‘is known as the lalitastambha; it is 
rarely found without-ornamental carvings. 


201. At the base it is in the form of the pancakarma, above which is a 
space for various girls, 
dancing and playing musical instruments. This is called the dasivedha.® 


! E.g. in the Rajarani side niche, but this is not the case in all temples. 2? This refers 
here to ‘the plinth of the nisa temple. Cf. verse 32 describing the five parts of the pitha. 
3 The lower jarigha. * B.g. at Konarka, these stambhas usually have only a trikarma as a 
base. Often the term panicakarma simply refers to the pada and does not imply five divisions. 


° Normally eight vertical segments. ¢ See for example Ganesvarpur, Siva temple, pillars. 


Digitized by srujanika@gmail.com 


94 SILPARATNAKOSA 


ମଫଂ ଅପ N: | 
HET! GTOIRITET RT Thera’ ॥ RoR 


ସଲ ଖତ ଅମ ୩୩୮୩୯୩ । 
HfYTRITTTOTET TT RTE F ସଙ୍‌” ॥ ସoୱ 


faorearr gf Sd: ATRIRHfTTT: 1 Row 


TATRA FIT TAS GF: । 
ସଂ ଖର ୩ ଆମTET P୮୩ ଫଧ୩! ॥ କତହ୍‌ ॥ 


GIFT JoqTar: ffga harp: । 
FETT JSTUfRT: TATTTOITICATH | og ll 


ପହ ସନମ୍ସୀ ସଂ ୨୮୩ । 
IRA A ffga ga?! a I Rol 


Tepfearepf: ୮ ୫2 ସପ । 
TTT ମୁ? C୩ ଧଡ: TRA ॥ ୧୮ ॥ 


! Ieee A, B (Bom. ATT) ? Hor IT: C ° x7 B * oqfy C +” aa 
wh or as ° HM ଷ୍‌ A, ufe M4 B ! cups A, wiinfafa han B “ afar. 
A,C ®? gar: TF A !° auT qTT Hnrihranss B °! SFB ! SB |! my 
A “A,B a : 
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(Divyastambha:) 


202. Another kind of pillar has rounded edges and dividing lines between 
the eight vertical divisions which display scrollwork. 
The shaft ofthe pillar has eight vertical sections. 


203. If the pillap has , projecting segments 
scrollwork sktould be carved on these. 
If the shaft of the pillar is narrow, there is 

no ornamentation on the borders. 


204. When the pillar has notandhana, but only 
aemundali (crown), 
it is krown as a divine pillar. and is 
adorned with hanging foliage (jhara- 
phadaka).! 


205. The phadaka takes the shape of pendent 
lotus petals. 
Ornauimentation (is sculpted) on all sides of 
the pillar. 


ଏ: HELP 
DGC AZHN 
2) a ¥ 


206. Above the phadaka there is a flower band 
{puspabandha) which projects a IMtle.? 
Small knots of flowers constitute the fea- 
ture of the’ top of the round shaft of 
the pillar. 


Fig. 27 
divyastambha 
207. Above this is the head (top) of the pillar, shaped like an upturned 


lotus. 
It stands out in somewhat higher relief than the phadaka. 


208. The lotus has open petals and is joined to an upper border (dhara). 
This part should be constructed to form the head of the divine pillar 
(divyastambha).3 


ee ee ee A A 
! See Konarka, Natamandira, and Yamesvara at Bhubaneswar. * Sometimes there is a row 
of miniature kirtimukhas. 3 The elephants crowning the pillar are not described here. 
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KUMBHI 


GARBHA 


BAITIN 


PANCAKARMA 


Fig. 28 
jalakumbhi 


ଷମ୍ୀମସସୁଧ ଝର SfOrerGf :] 

ମଙ eITY EIT? TYR HHTTtT ଏ ॥ 
eG fMrETeanr: Sud: Tq NE: । 
FRIITAATINTT Hef HUTfTRTGfT:? ॥ କgol 


FETT HITE HHT TY TT | 
୦ UETNITT: TPT IHaT HTTA ॥ ସଃ ॥ 


TAT’ FTATRTT HIHNTT TUTTE | 
CTIA’ GATETHTATIRT | 9M 
RATyRTenTN St Tar: | 
aT T ୨1? ମହୁ ମଲOTAUTAT | 3୨3M 
WTUfAIGTUT EIDIHUIATRHY FERATT | 

13 EqRnITTY UT T TRFETRIATA! 4 ॥ Rv, 


3 Gfereraf C ? querer A, fF inserted in B ? Line om. in B, in A the line goes at 
the beginning of 211]  * °M¥=r B ° aurr° B ° The lines are interchanged in C ! ° CTT 


A ® yf Cer 3୩୮: B ° fqraT° B A, B [it ‘sitould be qT]  ! ମୁ 
ଅଖଫ ଅଧ A, ଓ !? amv gTaT B 4 eee ee 4 «Verse 


om. in C 
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(Jalakumbhi:) 


209. The four sgctions should be of equal proportion, and the shape (of 
the pillar) must be that of a water-pot (kumbhika). 
On the lower- part (of the pillar) a prominent pancakarma should be 
made.! 


210. This great pillar is called jalakumbhi (like a water-pot ) according to 
the classification of Vastu. 
Altogether (it consists of) three kumbhas, with a mundali-shaped 
crown above.? 


(Paryankastambha:) 


211. Listen” (now) to the features of the paryankastambha. 
This is a fine pillar with three equal «divisions. 


212. The belly of the,pillar stands on a plain base. 
This beautiful pillar us modelled on a famp stand. 


213. It is a tagering pillar encircled above by a valaya 
. (ring). 
The valaya is small and consists df three parts. 
Above this is the topmost decoration of the 
pillar. 


214. The crown ornamentation (mandana) of the pil- 
lap is constructed in this order, with jhara 
granth: (intertwined strings). 

These are the features of the paryankastambha 
with its divisions and capital. 


Fig. 29 
paryankastambha 


! Paricakarma may only intlicate a base Qr pabhagg. *? This form is found in niches, gavéksas 
and vimanikdas. The three kumbhas need not all have the same pot-shape. See for example 
Kalarahanga Jalesvara temple, gavakga. 
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HTRETHTY UF! ra TerSpfaegtd | 
FUGA? ITS fg | Rex 


aT og ks Ib \ 
CTOPITIT Td: $2 ॥ ସଃ ॥ 


sh sels sade ih । 
qa Fria’ aT aTfSTeanT: ୩ RTA ॥ କହ ॥ 


ଏଫ ସ୍ୟ ୪୩୬NYcT4° JIE ga: । 
ଅହ ସତ ସଂ ୩ ଙ ସମସ" ॥ ହହଆ॥ 


qfTTHTUTG ସଂ ୮ HTT eATd | 
ଷର fear FONT ଫଂ ॥ ସହ୍‌ ॥ 


9 gfaTT quar UT ferro: fe ata 1 
UC ମୟ ସଂ aurea HfgqTruT! ॥ ସହା 


fader!!! qa: ୩ ସଂ ଲଷଙ । 
ପରମ ୩୮୩୩୮ ଫୁ ସମ :!2 ॥ ହଃ ॥ 


13 reat urna qe: ୩୮: । 
fewarmdafdtamaia after: 1222 ॥ 


Pubic bE GN 2 qT NfafuTT AUT A SAT Ach 
” rene Caf A, B ° arf: B * frnrafia afern B, Frarfrarfr arate 
° Frm fr HF B, the whole verse is different in C: fede TAT Wop Maar 
[STN FaTeOnAT TAC ger CG ? HOTT MTT MT EAT C 
!° 4fqarpfa: C ଡୁ ୯ ! ସ୍ତ B "V Sx fGeray QUEITfan eH B 


H gf aan C Nn 


4 yma: A, HTT TA 
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(Bharastambha:) 


215. The bharastambha! (pillar) has four divisions. It is made with a 
niche at the base.’ 
The pillar tapers upwards, and°tfie two upper parts are narrow. 


216. The munda (head) is on the topmost part and has a lotus, a niche, 
or some other feature. 
This kind of pillars follows the Calukya style. 


(Vajistambha:) 


217. The vajistambha has a niche below nd above, and a horse in the 
middle. 
It shoud not be made as part of a niche or mandapa (upper niche). 


218. These different types of pillar are fouttd in Udradegsa. 
(Nisapidha:) 
Above that (i.e. the niche) is the roof part (cala), a tiered roof of 
the niche (nisapidha) should be made. 


219. Listen to the divisions of the roof (pidha) which has the shape of a 
bell (ghanti).3 

Qne should determine a square and divide it into three parts {creat- 
ing a triangle). 


220. There'is a dhara (recess) correspohding to each part (of the pidha), 
and the pidhg should be made in three sections. 
The first pidha (layer) is prominent, and the next one above is 
«Smaller. 


221. The second pidha (course) should again, be constructed from the 
edge up to the muhanti. 
The third part is the beki (neck-part ), above which is the ghanticalaka 
(bell-shaped roof). 


222. Above this‘ayain,jis the dhara with the Kalasa etc. (Of all roofs this 
bell-shaped roof is best. 
The topmost ghanti (should be made) half the width of the (first) 
pidha. 
4 Although all the MSS read kumbhi, this does not fit with the description, and it has therefore 
been amended to stambha. The name bhara may be derived from the bharavahakas represented 
in the upper niche, or from the fact that the pillar itself carries the load. ® This type of pillar 
is found in later South-Indidn- temples, byt no exapples could be found in Orissa. 3 The 
ghanti refers to the top part of the nisapidha, but in the following description the text describes 
the roof in general. 
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faamrafteawrer gfe: ode ut! । 
qTHTUTA AR? pula’ gare hraT | 223M 


a ସଂ MUTATE TETUT’ | 
Fran’ THEI IIT Thm’ ॥ Rav Nh 


gM ସଂ ଧୀ ୩ ଫ । 
TT ॥ RRY MI? 


erat araraT! GRR YY Tଙଙ:!! । 
Pah rane 


* ॥ ବନ୍‌ ॥ 


i ° ୍ଞ ସ୍e Af Fons B * The rest of the line is missing in A 3 FTC * FTE 
qyRu A,B ° oat ute B ° o5whr A ' qthefaa A ° CRUZUTC ° Additional 
verse in A, given within brackets: fue = ff AT pd frosrefa 1 HITT 


ge: NN !° HYEaTaTINTATHT A 1! Line om. in-B 
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ra 
ଏ 


pidhacala and ghanticala 


The ghanti has two parts, the ghanti (proper) and the baithi at the 
base. 

A small amalaki should be carved which resembles'a garland. It is 
mosSt beautiful. 


The other part of the ghanti is the belly which is situated above the 
small amalaki. 

The belly (of the ghanti) should be created in the form of a down 
turned lotus. 


The calakumbha should be placed on the upper part of the belly. 
The pidhacala’ (roof ) is constructed on the nisa (side temple) in this 
order, according to its divisions. 


(Pidhacala:) 


Now listen carefuliy to the details of a pidhacala (roof) on a Sala. 
After making four parts, the uppermost part is decorated with the 
amalaki. 
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! eared ffuT quT । 
wr anfogarefT: ॥ aaV Ik 


ଷquReT SmoreraTaf: | | 
FraterugT? Any AAT ୩ ॥ ହହଆ॥ 


ଶୁ ଆ ୪୪୮ ମ ୩୪୩୩ , । 
TRATTTE ub ॥ ହବ୍‌ ॥ 


୩୪ ଅର ୨୮ ୪୯୮୭: ଷର । 


Teruaftsanmry SNR: ॥ Rol 


fFrfoaaT ITfMTAT’ Mer FTTuT | 
Tere ahr: CSTR’ TFT 1 za 


୮C Frau a a 
FA # 


! arpfe saan B °? fig A ? Fra & ଏକ ଙ୍କ ୪ ଲସ ॥ 8, ୪୪a 
ATA gf fmmraT ‘’ Hana 


:C ° TF A, B 
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227. There are two types of pidhacalas (tiered roof ) according to shape: 
sama and visama. Tite samapidha takes the form of a crest (cula). 


228. Making the four lines of a square teaching to the centre of the upper 
layer, i 
one then constructs a triangle for measurement with its base on the 
boom {ge (of the square). 


229. Between the two or three layers of pidias, a bbarati recess should 
be made. 
Most beautiful is the pidha cala consisting of eleven parte.! 


230. The numer of bharatis? corresponds to the number of pidha (courses). 
The face (front) of the pidha has a cérved edge in,the form of up- 
turned tiger's teeth.% 


231. When the sala has a Smooth calika. the pidha takes the form of an 
umbrella.* 
There is a plain vertical section of wall after each pidha (layer), 
called the dharani. 


Fig., 31 
pidhacala: chatrakrti 


po 
! There are eleven pidhas only when there is no division, as in Muktesvara mukhasald (see 
Plate 15). Otherwise we fin fewer tiers. *  ? Onky if the beki is also counted as a recess. 
3 A triangular corner at the edge of the pidha ropf. * In which case there is a single slope 
without divisions. | 
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Hf: ଲ୍ TE ah ଲଙମଷଙ ସୀ! । 
xufeygqrer [cra] ? fms agfarerGfa: ॥ ବ୍ୟୟ ॥ 


gat: puta RNase? । 
avert ufvemt agora h RRR 


ଶମ ଧି ଓ ୮ ଫଟ । 
MRE afer duT ॥ QRVY Nl 


ଅକୁ qfeawryt CD AIL ସଫ । 
TATRTCTTTT GT TIEHFNTET YN 


! Om. in A and C  ? Mrf2?g HTT FA, C. , 7 gaa Neda HON avIen । 
୯ “ ଝରସଷଙ ସ୍ବ 4, ଏ ଓଙଂମ୩୨୮ ଓ * ବଷ A, MmiffC B ° qfe@ ସଫ ®AT A 
' qraasfr C * 
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Fig. 32 
ghanticala 


It is called bharati in the Sastra. The topmost (recess) is the kantha 
(neck). 
The bharati is square and the beki is circular. 


The beki should be formed of interlocking stone slabs. This is the 
“region above the pidha. 

Above the neck (kantha) rs situated the womb of the ghanti. &hich 
has a circular base (asana). 


This area, which resembles a half-moon. is ‘called the belly-part 
( udaraksetra). 

The garbhartkha,(or pagarekha) is visible up to the ghanti and™beki 
in reduced form.! 


Above this is the ghanti in the shape of a hand-bell (used in puja). 
Carved in the form of lotus petals, this ghanti looks beautiful from 
a distance . 


i Garbharekha here implies the lines of the paga-divisions of the pidha roof. 


୮] ” 


Digitized by srujanika@gmail.com 


106 SILPARATNAKOSA 


UATHEITGCAT TRAIAN TA! । 
ସzTHR FOITAT HLHTATT RATA? ॥ ସନ୍‌ 


fr M: ୩ 4୮: ୩୩: ଖ୩0ଧ୪୩୮ ॥ ହଃ ॥ 


fr: wa TT age ffm । . 
RUIN TTT: TATTOO ॥ ୧4M 


TTF FR GE ARTUT | 
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ସଫ ff: AT: arf: । 
MUTATTITTG AT RHATGfATTT: NN a¥o॥ 
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236. The amalahi on the ghanti is narrow, 
and is known as ghantamalaki. It forms the summit of the eighth 
part (i.e. the beh). 


237. The kharpara of a pidha roof (top) will be double the height (of 
the amalaki), and it should be made smooth (polished) like a 
pedestal. 

When this part is thrice the height (of the amalaht), it is ¢called) 
karpara (smaljl skull) or kharpara (big skull). 


238. The pind: (base) is at the top, where there are two layers of the 
Kharpypra of equal height. 
There is another layer above the kanthyamalaki, in the shape of a 
lotus. 


239. Above this and above the (ypper) behi, there is a large amalaka. 
Above this again is the main kharpara and the seat of the’ kalasa. 


240. Two types of fharpara are best: oneehas the shape of a lotus pedestal 
(Kamalapithika) and resembles the lid of a bowl; 
the other is of doucine shape. 


Fig, 33 
kharpara: kamala 
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arya favors faafe । 
Esra: sara: Frat! fafuqate? avg 


ER FIT: AS: Shear faumafe: 
ର୍ଭୀ ର ସୁ aUeT Tra: 
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ଅଷ4„T: ଷଶ ୩: agar: JE ॥ avg 


(ର୍ଥ ସଂ ଅଫ ହ୩eT HTT TTHTT tT 18 


fsa: TET Huu foarGfT: | 
TUNT TG fa ATI ॥ ୧୪୪॥ 


୩୩ ୪୮ ଆଷଫ ସଂ TT! । 
df Hg! TATTAUST TUT NAVY NM 


STATES TTR HT | 
TPIT ୩ 3୪୮ fara !? ॥ ସ୪୫୍‌॥ 


Fra Tr mu Tf Gf: 
HRA ATT! gTHITHART TUT Nl VON 


TUT TT ga! fran Rf । 
Ta GTUNTATAI FTFTHARETUT! ave 


' ମ୍‌ € ? fefaruafy B 3 fanart C “* Line missing in B ° fant f@faw cur 


C 


10 
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Fig. 34 I 
pithika kharpara: Ssarava 


Fig. 35 


vasa kharpara 


Fig. 36 
kasa kharpara 
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@@D»»D» 


Fig. 37 
vartulamalaka 


Ec 


Fig. 38 
k4nyvamalaka 


aceon 


Fig. 39 
mrdangamalaka 
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241. When this takes the shape of an upturned complete bowl, 
it is Known as pithikatharpara. It should be made according to rule. 


242. The pithikakharpara is an excellent architectural feature. There are 
two types. 
In the first, the large, round stone is cut into four segments. 


243. In the middlg is the hole of the Kharparq, (which is also called) 
nihsvasapathd¢ (passage for the air). 
This is the vasakharpara, and it is found in a temple of up to 100 
cubits (hastas) in height.! 


244. A khanjakharpara should be made in cases where the sala is higher.? 
Here ate placed stone slabs cut in two pieces, of gradually decreasing 
size (from outside to inside). 
The first (i.e. the lower) is dantagukta (tooth-edged), and a chase 
(for the insertion of the danta) should be made in the second. 


245. Wlherethe fharpara iS Hisentgd in the form of a kasd with intersect- 
ing stones, 

the amalakacula, the crowning decoration of the temple, is set in 
from ‘this. 


246. When the round shape of the amalaka is sculpted with ribs (amsa),3 
the effect is especially beautiful. - 
Incisions are made in between the prominent edges of the ribs. 


247. When the two parts, below and above, have a double edge (dhara), 
` and the middle is of rounded shape, 
it is called markatyamalaki or dhatryamalaki.* 


248. When there are edges on both sides and the middle is somewhat 
like a Kani (it is called the Ranyamalaka)*_ 
The mrdangamataka (is made) also on the temple and on the mukha- 
sala. - - 


i Cf. the note from S Silpasarint i in New Light on the Sun Temple of honarka, Appendix VIII, 
p. 220, where the two terms kasd ahd basd are used, but inverted: basa kharpara applies to 
big temples and kasd to small. The method of construction is the same. * This line occurs 
only in MS B. The technical term is vernacular, and it means the placement of stones cut to 
size. 3 MSS A and C ise the Otiya,term amga, meanimg a ridge, which is derived from 
Skt. amsa. * These names are due to their resemblance with these plants, like the amalaka 
fruit. ` ¢ 
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249. These three types (of amalaka) are the best. Others are made as 
decorations on small sikharas. 
They are (also) sculpted on the konaka at the end of each bhumi as 
well as on the anartha sikbagras. 


250. When (the amalaka) is joined with the beki, the principles of agchi- 
tecture should Be followed.! 
(The arhalaka) above the beki is to be made double the height (of 
the beki). 


251. This is knewn as toparamalaki,? and it projects in three parts 
(abqye the beki). * i 
Three parts of the amalaka called chatramalaki (umbrella-like) project 
outwards. 


252. In all these constructions, one should keepin mind the wall portion 
(with sikharika and anuratha Sikharas). 


Ascending order of the temple: 


The vertical line of the temple is to be considered in ascending order. 


253. The pnabhaga is of five divisions, and, the (vertical) line along the 
Konaka is continuous: 
The line of the (whole) temple should be clearly visible in between 
(the pagas). 


254. The paga'‘lihes ghould not appear from the beki upwards. 
Immediately after the kharpara, one sltould make a pindi (seat for 
kalasa). 


! [.e. following the whole context of the temple structure. ? Because it has the shape of a 
hat of the temple. * 
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quuTaTaT HT frat ୍ପତGf: । 
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RAM: TYUT AT: TIGHT TUT | 
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UgTTTARNTT AGT RAT TT ॥ UO 
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୩H TFT: TOT ସ୍‌" ॥ କ୍ତ 
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Kalasa: 


255. On top of the mukhagala. (the base of the pind:) is of bhadra aap 
whereas on the sikhara it js,of circular shape. 
The kalasa should be placed above this, with a pindi one sixth (of 
the height of the kalasa). 


256. The falasa ntay be of five types. both on refha and pidha (temples). 
Yupakmbha, purnakumbha, kumbhamangala, 


257. dadhikumbhal and kumbhakalasa: [the tepyple] should be decorated 
with these five types. 
The kalasmon top is of the same height as the amalaka. 


258. Listen to the rules concerning the parts of the (various) types of 
kalasa. 
The yupahumbha is like a small pillar. and its shaft (danda) has 
three parts, 


259. (of which) two are fixed in*to the base. This is the propprtion. 
An octagonal pillar is the best; a round one is inferior. 


260. “A sixteen-sided pillar should not be constructed; best is an octa- 
gonal yupa. 
The %alasakumbha should be divided vertically into six parts. 


(GOD 


Fig. 40 
yupakumbha 


AE ee Nr 
i} The dadhikumbha is only inentioncd nere but” not described. It refers to a very common 
type of kumbha. 
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ATM ସୁ ସଂ ସୟ ୮୩୯୩୯୮୩୮୩: । 
i ; ୩ fr କୁନ୍ଙର୍ମ ସଂଖ? ॥ ସହ ॥ 


TTF: : ନ ପହ କନ: । 
ee ଓ: ॥ ସହା 


3 


Fig. 41 
kumbhakalasa 


୮ qr ATTGTATITTA NTT | 
ଵଲ ୩୮“ ଏ୮୯୩୮ସୁଫ୩ଧ୮ ॥ ଦ୍‌ୱ ॥ 


ka, frat mr: faut ସaTg: TYuT । 
TITTY FUHTITGfNTG CT TF | REx ॥ 


qfermrsveafgd fang: । 
FPRIRSE AHTOT. ITT RATT: ॥ ae ll 


ଅମ ୩H 7: qf: PIT: । 
MyGOT TTFATTT FORIMTGA | ହହ୍‌ 


( କକ ୯ “ ଖସ: 
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261. Two parts are rectangular and are (inserted) into the top of the 
kharpara. 
Above these there are three parts. The seat of the kumbha should 
be made (as the sixth part),in between (the three upper parts 
and the two inserted parts). 


262. This has the shape of a vessel with a neck. The kumbha is broad 
above (the seat). 
The belly-part takes up two sections, one being the crown at the 
top. 


263. The characteristic of subsidiary shrines is that there is no place for 
the emplem. * 
The kKimbhakalasa! has all the (usual) elements, namely ‘pada, 
garbha and cula. 


Fig. 42 
piurnakumbtta 
264. The pada is one part, the garbha constitutes three parts, and the 
cula two parts; thus (garbha and cula constitute) five parts. 
The pada is plain, the garbhaka has the shape’ of a pumpkin, 


265. and the crown wéth’the neck copsists of two parts, in the form of a 
crest (cula). 
Front the neck of the kumbha up to the belly part, 


266. it should be decorated with hanging leaves, which is an auspicious 
feature. 


; . 
3 According to the enumeration ih v. 256, this type should be purnakumbha. A purnakumbha 
is generally an overflowing vase with hanging léaves. 
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qu Ir iE ie ॥ ହ୧ଛ୍ଓ ୟା 


ANHATTIT EIT ୮ ୩୪୮] ଫ୬୮୫୮ । 
୩ ପଏ ସଂ i ॥ ବ୍‌ଆ॥ 


re | 
MY Arey a rfrfଖ ॥ ଦଝବ୍‌ ॥ 
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ସୀ ମ ୩ fn: ee ॥ ହୁ ॥ 
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‘Fig. 43. 
mangalakumbha 


The mdigalakumbha has five parts: the asana (s€éat), the womb of 
the kumbha, 


267. the girdle (mekhala) of the kumbha, féurthly the upper part of the 
kumbha, 
and finally the beautifil crown (culika), whjch is of circular form. 


268. The girdle (mekhala) should be made so that its form is clearly 
visible. This is the best kalasa. 
On the part above the kalasa, a hole js made for inserting the ayudha 
(emblem). 


269. This cavity should be formed so that it extends to,the base (of the 
kalasa). n 


Ayudha: 


The ayudha (emblem) is part of architecture. It should always be 
made of either stone 


270. or metal, according to the measurement. 
The ayudha, should be of the same height as the kalasa. 
° Ld 


271. I shall now describe the various types of ayudha which correspond 
to the main deity worshipped. 
The Sula (trident) is for Siva temples, the cakra (discus) for Vignu, 
and for Surya‘the padma (lotus); 
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GTR TR HAT MATT Fre | 
aTY CUTE TUT TAT TTA Naval 


wou! aryqufefie: ado frfargqamm । 
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272. for Durga o(i.e. Sakti) a cakra (discus) should be made, and for 
Ganesa a trisula ftrident). ° 
The ayudha*has a staf, as described in the Sastras. 


273. At the bottom of the staff is the pind (small base) of the ayudha. 
It should be made in this way according to the rules. 
Just as the purusa is complete in sixteen parts, 


Fig. 44 
ayudha: Sul 


274. 5୦ (the temple) with ayudha and diva uld be conceived 
of in sixteen parts. 


These are the vertical divisions; listen now to the horizontal divisions.! 
. 


Ld 
Horizontal divisions:, 


275. Starting from the konaka (corner buttress), the following arg the 
features of the sections of the garbha (i.e. body of the sikhara). 
In between the konakagarbha (above) and the top of the wall (bada) 

is the place of junction.? 


276. The phenipptta (of the melana) should be constructed with the three 
mouldings: pada, phuli and patta.’ 


1 The description of the sikhara i in ascending order continues, but the pagas (sectors) are 
treated in horizontal order, beginning with konaka. 2 Four varieties of mouldings are" 
generally used at the melana; phuliis a roll-moulding carved with flower-motifs (phula means 
flower). in most of the temples a phent is used. The other three can be combined and repeated 
in various ways. For an example of the Tourevarieties, see Kundesvara temple, melana. 2? This 
part is called badanta, ‘end of the wall’, baranda, ‘top of the wall’, or melana, ‘place of meeting, 
junction.’ In the Silpa Prakasa it is called bhitti-bandhand (cf. II. 379 f.). 
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ନ ସଂ ୨୩୮୦୮୩୩୮୫୮୩୩ । 
TNA FATA PIU TITTTRA? Na O9 


ATT Kf ATH FT FTG UT । 
Cmyfraors pfatfree: {5 ॥ ୧u ॥ 


Af TTY AUT TE AHTTtT NORM 


TTNTTAATATT TAT UfEAATTATtT | 
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HRT AT parma: NN R୪୨ ॥ 


ଯTMTITCNNT TAIT TCT BAT | 
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Fig. 45 
konaka: melana and bhimi 
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KANI 
PADA 


Fig. 47 (v. 292 - 294) 


Fig. 46 (v. 283 - 289) 
manijalika anuratha on Vajragarbha 


aruratha Sikhara 


Digitized by srujanika@gmail.com 


TEXT AND TRANSLATION 125 


The phen# moulding consists of upward (turned) lotus petals and is 
shaped like a serpent’s hood.! 


277. The garbha of the temple shoul@ be made with ten mouldings (of 
the melana).? ` 

At the sides (in the centre of the konaka), and at the upper ent of 
the junctjon (melana), small vajramastakas should be made. 


278. These are called, melanabho,° above which i¢ the konaka (upper 
part of the konaka). - 
The konaka consists of ten levels (bhumi), and each ‘bhumi has 
meuldirtgs of phuli, pheni, and patta. 


279. At the top of each bhumi a line of émalakis should be made, limited 
to the pagas. 
On the bhitti-kohaka, a vertical chase {dhara) should be made (in 
line) with each bhiumi. 


280. In between each dhara (recess line), it (the konaka) shéuld be made 
+ with a nasa (a nose-like corner edge). 
In this way the konaka is made with ten divisions on a rekha temple.* 


281. The visama above the melana has a kona part (rdaching upto) the 
same level. L 
The konaka should be joined on. both sides to the walls (bhitti). 


282. In small temples, where the layers consist of equal pagas, 
there are no bhumis or other wall decorations. There is only the 
shape of the paga. 


283. The (characteristic of the) anuratha is that sikhara is built on sikhara. 
This second form of paga should be adorned up to the neck portion. 


3 Giving it the name, derived from phana. 2 The number of mouldings varies from three 
toten., *“ Both the Sanskrit form melana and the Oriya form melana are found in the MSS. 
When the term occurs in conjungtion with an Oriya word, melana has been retained. The 
term bho must be derived ffom bhairava,since the ,vajramastaka is flanked by two bhairavas. 
* Therc are ten bhumis only on large temples,,such as Lingaraja, otherwise the number of 
bhiumis will be less. ” 
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ue aT YT IT FT UfrGRArGgtd । 
TYUTTETNS FR TEATS! REx 


Te Me 
TAT FRITTET HO ATTTIITUT NN ENN 


exnpfirie: 2 [GT] ୩e ura: । 
: CITE far ସ୍‌ । 
RAE YT HE HATA ॥ ବ୪ହ୍‌॥ 
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284. At some temples, four, five, or even more (Sikharas) are made.! 
When there are fouf or five, they are targe in size, and when there 
are more, (they only) take the form of a grha (small niche).? 


285. On the anuratha, one should make a sikhara after ten bho, 
starting from the base of the konaka paga (above the melana),3 


286. The first sikhara should be made the same height as the ten mould- 


ings. l 
The second gSikhara should be made the “same height as the five 
bhiumis. 


287. The course of the bhumis progressively diminishes in size. 
The third sikhara is the height of the three lower bhiumis. 


288. The tourth (sikharapis smaller, and it reaches up to the level of the 
vigama. I 
There is no difference in the (execution of the) sikhara and upasikhara. 


289. ‘All the (upasikharas) contain all the pagas, grha. beki and cula. 
Only on the garbha of the khakara temple is (the sikharika) made 
in a different form. 


290. On the rekha temple of Kalinga, sikharas are constructed on the 
* sikhara. 
On a rathamukhya temple (there are sikliaribas on each paga), and 
this place is called the uparatha-sthala.* 


291. This® is called anuratha on the authority of Visvakarma. 
Especially pn the Meru Kailasa temples, there are sikharas on the ~ 
sikhara. I 


i It is difficult to find examples for, temples with five or more sikharas. Lingaraja has only 
four. 2? E.g. Brahmesvara has a row of grhas. 3 ‘Bhimi does not refer here to the 
konakabhimis, but only to the anartha mouldiags. * Cf. for example Brahmesvara temple. 
5 This verse connects with v. 289. A different type is inserted in v. 290. 
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Vajragarbha Temple: 


292. On a pancaratha temple, one should make a manijalika in the same 
place.! ଡି 
In a beautiful manijali the broad part should be divided into three 
(horizontal sections). 


293. On both sides are pithika elements, and in the 
centre there, is a jalika (network decora- 
tion) on the patta (vertical band). ° 
This is the form of thg anuratha. It follows 
the lint of the raha, according to the 
Sasteas.? 


294. On the sides of the rahg, a row of Saljka orna- 
mentation ig made, which measures half 
(the width) of the raha. 
These are called pithikajali,* and this is the 
characteristic of the part adjacent to the 
raha. 


295. The part known as grhanuratha is*found only 
` op the Sikhara, on the sides fof the anu- 
ratha), of half the size, and in recess. 
This js decoratet! with grhas (niches). 


296. In these niches there are various figures, and 
aDove each is a vajramastaka. “* 

The konakapaga (in each bhumi) consists of 

three parts, comprising four mouldings.” 


Fig. 48* 
grha anuraha 


1 This and the following description applies to Muktesvara temple (see Plates 15, 16, 17), 
Panicapandava temple, Gaftesvarpur, etco ? The text confuses the two terms anuraha and 
anuratha which are actually not identical. , 7 The reading yugalopari cannot be correct, 
because there are not two but four mouldings on each bhimi layer. 
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297. As on the garbha the konaka has amalakis. (There may be) up to 
ten (bhumis).! 
This ratha temple) is called vajragarbha because it has vajramas- 
takas all over it. 


298. This (type of ) temple has a row of jali and vajramunda (decoration) 
and is without a melana. 
On the wall portion.below, there will be konaka and rathaka (ele- 
ments) etc. 


299. The garbha part is of the same form, and has 
jalika decoration. 
On the upper (roof) pa.. ~. ~..e sala (of such a 
tempfe) there is no pidha bharati., 


300. On this temple the sal consists onl$¢ of a cor- 
belled* roof (leaharanidha) with a basg for the 
kalasa. I" 
A vajragarbha (temple) sh6uld not bi saud > 
without a sikhara with beautiful lines and 
other parts. 


301. Noother building should be attached to a temple 
(devabhavana). 
The anuraha on the fekha temple is like a narrow 
pagya only. 


302. Thefe age two types (of anurahd), one js called 
kumbhika and the other grhavajra. 
(The Kumbhika type has) small kumbhas on top 
of one another, which decrease in size.? 


Fig. 49 
kumbhika anuraha 


303. (The grhavajra type) has a,grha-anuraha decorated with vajramundas, 
and is most beautiful. 


On a parncaratha temple, the rahapatta is the prominent part. 
a a ea 
! The reading adhikam cannot be correct. ° It must be amended to avadhi, because nowhere 
‘are there more than ten konaka amalukis. ! These are varieties found in other temples. 
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304. This is called bhadramukha, where the raha is the projecting part 
(of the temple). 
The central,paga is double (in breadth) of the anuratha. 


305. The space covered by the raha is equal to the konaka together with 
the sides. 
I shall now describe the nisa, the lateral niche, starting from ¢he 
level of tite raha* pitha (base of the rahé),! 


306. as well as other parts, including tlie features of the projecting raha. 
If there is a pancakarma on the base of tKe”sides, the konaka, 


307. it shoudd alsb be constructed on the anuratha. fhe decoration of 
the raha (below the nisa) consists of three divisions.” 
Alternatively a (vertical) grhapattq should be made in the centre 
part (bejween two pncakarmas)$ 


308. The base consists of a beautiful pindika,* gbove which is a niche. 
Above the pindika and patta, there is a recessed space on the jangha. 


309. The sides of the niche are like a door frame. 
Int the centre of the niche there is an image. Three images should 
be placed on the three sides (of the temple). 


310. The pillars on the,sides are of the same height - this part resembles 
a door jamb. 
When the image fills the whole niche, 


311. it is called nisakala.° The image is madé according to the charac- 
teristics of the deity. 
If the image covers three of the five parts of the niche (vertically), 


312. it is called .khandakqla,” and above it is a space for the sdakara 
(lintel). I 
The agana (of the murti) is made as a pithika (pedestal) in the same 

shape as the base. 


1 Since the pitha is the same, the description starts from above it. 2? At the panicakarma 

level below the niche there are always three vertical divisions, with or without dividing bands 

or pillars. 3 Cf. Brahmegvara temple. “* The pedestal.of the image. ® The fourth 

side being the entrance. ¢ Ie. a’sculpture not separated from the niche. ’ Occupying a 
* part of the niche. : 
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313. Of the same shape also, should be constructed the sakara (lintel), 
in three (horizontal) divisions. 
Pada, phené, pidha, of patta etc. should be made.! 


314. This (sakara lintel) is narrow on the sides and broad in the certtre. 
In a Visnu temple Varaha is in the south, 


315. Nrsimha is irf the west and Trivikrama in the north, (all) as large 
as the niche. 
In a Siva temple.Ganesa is in the soutifern nicRe, 


316. Skanda in the west, and Gauri or Hara-Parvati in the northern 
nidhe. 
In a Sirya temple Mitra is in the south, Pisan in the west. 


317. and Haridasva, the rising sun, in thé’north. 
In a Sakt! temple there are two types of lateral shrines.? 


318. Whether (the temple) is Vamacara, Daksinacara, Kaula or Vira, 
on the left side is Camundika, at the back Mahisamargini, 


319. ahd in the south Ambika. In another (temple type) Varahi is in the 
left (niche), 


Camundika Devi is in the back and on the right side is Bhuvanesvari, 


320. according .to the main goddess. It should be made in accordance 
«with the (relevant) Tantra. 
The characteristic of a (Saiva) Pancajatana temple is as follows: 
Ganesa is in the west, Bhrngi in the south, 


321. Ganakridaka (playful ganas) in the north and, Virabhadra (in the 
east ).° 
Above the niche and. on the pidha (roof), the raha divisions should 
be followed.* 


! These give variations and’ possible combinattons. For a fully decorated type of niche frame,” 
see Brahmesvara, Somesvara, Mukhalinga, etc. 2? There is a slight confusion in the text 
between misg and pdrsvamandira: the first is supposed only to refer to a niche on the raha, 
whereas the second is a lateyal shrineewith pidha roof. 3 ‘The four corner shrines contain 
Sivalingas (cf. Brahmesvara). It is ‘difficult to find any example of this order. * This refers 
to the niche. $ 
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322. The bell-shaped pidha roof should reach (down) to the jangha,! 
and up as far as thé wall extends, including the whole jangha (of 
the main temple)- 


323. Above the pidha part, the beki and ghantika (on top) should be 
constructed. The crown of the nisd (lateral temple) 
should be made at the level above the melana (of the main temple). 


324. The melana of the raha should be visible on both sides of the paga.? 
The raha is divided into three divisions at he back of the nisa (side 
temple). 


325. On bothe sides (the melana) is visible, and there is a niche in the 
centre. 
The area of the raha nrelana shouldbe divided into three. 


326. The pheni part contmues on both sides. In the centre it has the 
shape of a sakara. 
The sakara (lintel) can be in the form of pithika or of vajraculika. 


327. As in the case of the lateral shrines, the roof of the sala is raised. 
Starting from the foot of the garbha (wall portion) in front of the 
melana (facing the sala), 


328. one should make a high rekha-shaped temple, according to the 
Sastras. 
This should reach the same height as the crown of the first sikhatika 
of the anuratha, 


329-330. and as the fourth amalaki of the konaka. 
This is a complete rekha temple, in half projection, consisting of 
janghd, melqna; garbha, beki and amalaki, 
and it is called rahatunga, which is a prbjecting sikhara. 


331. Above this should be sculpted either a vajramunda in three parts, 
or the istamurt: {main deity) within the vajramandala. 


i Here the lateral shrine is described. 2? Lee it should not be completely covered by the 
niga roof. 
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332. This layer ‘of the vajramudra (first ceiling) should be established at 
an auspicious moment. 
The vajra in front (ofthe temple) and the rahatunga (projecting 
sikhara) should be constructed with care. 


333. At this point the first level of the ceiling (mudraka) should be made, 
as prescribed earlier. 
In structure it has the shape of lahara (corbelled roof) in order to 
stabilize the walls of the garbha. 


334. Above this is the coping stone (dharant sitajewhich is to be extended 
towards the centre. 
Aboveesthe tlajrapitha the coping stone should project outwards. 


335. A simhagaja (lion on elephant) should be placed here on the stone 
to provide a counteybalance.! 
This is called rahgsimha, and it should be placed above the melana. 


336. Or the height of the lion should be ong seventh of the garbha 
(height). 
The gajasimha is always in front for the protection anal decoration 
of the saha. 


337. On the sides (the lions) should never be made (at) the same height 
(as that on the front). 
The coping stone should be placed inside, in thee*centre of the cor- 
belled ceiling. on the side (lahara) of the highest point of the 
tungamandira, 


338. and in the middle of the lahara. 
The stones have incisions, and the larger stones are above. 


339. The stones on the sides are smaller, and the ‘weight should be dis- 
tributed with expertise. 
The supporting stohe for the eastern lion should be fixed above.all 
the layers (of the‘ceiling) 


340. In order to keep the balance (the lion) should never be placed on 
the same height (as the ceiling). 
On the sides, up to the height of ten bhumis (mouldings) of the 
anuratha sikhara, 


1 The lion seated on the projection balances the inner coping stone. 
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341. at that prace the side raha should be decorated by vajrabhairavas. 
On the sides of the vajramunda there are Bhairavas of huge size: 


342. Canda is on the left and Pracanda on the right, on event of the 
three sides (of the spire) in correct order. 
They have curled hair, big teeth and wide open eyes. 


Ittar 


i 


OIA Noni CREP: 
NP “aes Ne PT 


Fig. 50 
vajramastaka 


343. These two images of vajrapurusas are for protection, and they rep- 
resent the eight Bhairavas. 
They .are the eight vajrapurusas and are carved on the three sides. 


344. These should be®*made (on all sides) on the area above the melaha 
up to the level of the first sikhara of the anuratha. 
This area is known as vajraksetra. 


345. A large vajramastaka is .carved’ on the same area on a pancaratha 
(prasada). 
Various images should be conceived, according to the temple type. 
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346. The rekha (temple) has eight Bhairavas; the ratha has Siva or the 
guru (5 Lakulisa) (within the vajramastaka). 
A raha (on which Siva is represented) is known as Sivapatta on this 
earth. 


347. A vajranga should be made on each side of a rekha temple. 
A rahasimhasshould be made (above it), measuring half the height 
of the lion in front. 


348-349. A lion should never be placed in the midli& of the anartha sikhara. 
Starting from the pithika, rahapatta should be carved on the sides 
(of the temple), 
with a jalipatta in the middle, decreasing gradually (up to the beki). 
The jalipattas are beautiful, with cir¢ular vajramundikas, 


350-351. carved im lines, of gradually decreasing size. 
Holes 4n the raha (jalaraha),! resembling doors, should be made 
on the four sides, 
on the level of the second ceiling only, above the ceiling stones. 
These are called the rahasvasa (breath of the raha} 
©n this type of rekha raha, the vigama has the shape of a pithika. 


352. In thé middle, there is a decoratton in the form of a crown (cula). 
This decoratjon of the raha is called candrikg. 
One should not make any ornamentation on the visama on the parts 
of konaka and anuratha. 


353. This (the visama) consists only of solid stone.? 
The vigama comprises two parts, the visamapata and pithika. 


354. Above the patta layer is the pindika which is of‘ bhadra shape. 
On the upper part pf the pindi crown, the place off the side of the 
beki 


355. is called Bhairava pindi (seat of Bhairava). It should be made for 
the protection of the temple. 
Bhairava images should’ be placed in front, on the [highest] open 
place, without support (at the back and on top). 


1 Jaldin Oriya means ‘hole’. ? There can be exceptions, as in Muktesvara. 
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356. These images called rahabhairava are sitting in bhekasana position 
(crouching like a frog). 


The vigamoof the rahg is decorated with these four images of fierce 
2 
visage. 


357. With the exception of lions above the konakas, no other image 
should be placed at that height, 
between the visamd and the amalaki. 


358. In the four corners at the height of thé papabhairava, a ‘split lion’ 
(cirasimha) 
with one hegd and half the rump (visible) on each side (of the corner 
should be placed). I 


Fig. 51 
karnasimha 


359. This lion is the protector of the gorners, and he is (therefore) called 
karnasimha.” 
The image, (of Bhairava) on top of the raha (should be made) with 
care, in accotdance with the instructions of the Silpagama, 


360. with four arms, spear, vajra or bowl.” 


1 This is so in some temples such as R3jarani and Brahmesvara, but there are other types 
of postures in other temples. - ? Their expression is not always fierce. This is a very 
common motif which is also found at the ‘corners of pedestals of Buddha images, for example. 
* When not in bhekasana, eg. Lingaraja. 
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Fig. 52 
Manjusri: ground-plan of Rajarani 
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(Now) listen carefully to the parts and subdivisions of the beki. 


361. The beki patti (lower fiJet) measures one sixth (of the beki). The 
beki (itself ) is round and extremely firm, 
and on the upper part of the circular beki two fillets are to be 
sculpted. 


362. The amalak? sttould be placed on these. 
Manjusr1: 


(Now) listen to other types (of temples): 
The MagjusrPis a most beautiful variety of the rekha type of temple.! 


363. The only difference lies in the garbha, especially above the melana.? 
Listen to the distinctive features of the garbha including the melana 
(as compared to other types). 


364. The Mafijusri is fundamentally different, bgcause the projection of 
the raha is doubled. 
Accordingly, the wall section has to be made wider.’ 


365. Up to the mélana, the jarigha is of the same form (as before). 
The row of sikharikas should be constructed up to the height of ten 
limbs of the garbha.* 


366. Sikharas should b& constructed with care on the konaka, anartha 
and raha. 
On the gaha, (the sikharas) ascend vertically, on the konaka they 
are smaller, 


367. and on the anuratha smallest of all. Excellent indeed is the garbha 
which has these sikharikas. 
The highest is the rahasikhara, that on the Konoka is of medium 
size, 


i! The best example is Rajarani temple. See Plates 19-21. *? The garbha with its vimanikas 
is here giyen special importance because of its correspondence with the inner cakras of the 
Sricakra, beginning with the caturdasgqra, see also vv. 394-395. See Plate 20. 3 The 
Manjusri raha has two large gikharikas, onevabove tho other. Hence the projection is doubled 
And the rahd is made wider. See Rajarani. * “Ten limbs’ (dasarniga) refers to the 14 parts of 
the temple referred to in vv. 8 and 15. The portion up to the melana comprises four parts. 
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Figs 54 > 
Rajarani: ground-plan with Sricakra (half) 
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Fig. 55 


Fig. 56 
Rajarani: ground-plan with cakras and konas 
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368. and that on the anartha is smallest. Moreover there are two on the 
raha. 
(The remairting) part (of the spire) has the form of a rekha.! 


369. This rekha temple with vimanikas has a row of spires. 
On the raha there is a double garbha (sikhara), the lower one always 
being of smaller size. 


370. The mother sikhara? on the raha rises up to the third parts(of the 
raha), 
and the small vatusikhara should ke madsg within it like a child 
(vatuka) (in her lap). 


371. There Are twelve sikharas on the sides, and therefore, together With 
the (two) side raha (Ssikharas), 
there are fourteen Sikharas.’ This temple is called timanagarbhaka. 


372. There is no vajragarbha, and no lions op the lower garbha.* 
On the top of the Mafijusri, there is a beki with an amalaki. 


373. The raha below (the beki) is narrow and, on the garbha, 
the raha merges with the anuratha. This is called misragarbha. 


374. From the base to the upper part of the garbha it is broad, 
and from there to the neck portion it once more has the form of a 
rekha. 


375. This type of temple i is called misrarekha, and it is famous in Kalinga. 
It has no lions, which is the feature of a Kaula temple.® 


376. Such a temple is built for Tripura or Bhuvanesvari. 
There is no nisd (side) temple. Only a projected® raha should be 
constructed. 


! Additional line in B: On the upper garbha one should never make lateral spires. “Whe 
taller and broader of the two gikharikas on the raha is compared to a mother holding the chrd 
(the smaller gsikharika) in her lap. ® L.e. four on the Konakas, eight on the anarthas, and tw 
on each of the two side raha3. The front and back rahas are not included in this enumeration 
of the 14 sikharikas. The 14 represent the caturdasara of the Sricakra; the east-west cardinal 
points have no triangles, they correspond to the eastern and western rdha in the temple. 
* Le. there are no rdhdsimhds. “ € A Sakti temple intehded for external worship. Cf. 

» the difference between kaula and samaya modes, of ‘worship i in Laksmidhara’s comm. on the 
Saundaryalahari, v v. 8, p. 16.” 
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377. Now listen tp the parts of the mixed raha, and to the rules governing 
its parts. 
The raha is crowned byssikharas, and (this temple) is built in the 
shape of the Sricakra.! 


378. The nisapitha has three parts and two pancakarmas (one on each 
side). 
In the centre {between the two pancakarmas) there is a danda 
sikhawika in thé form of a base (pithika). 


379. (The dandasikhar™a) has a pada of gradyal}y narrowing form, at 
the base of the niche.? 
There are five Jayers of pidhas in the section below the crown (cu!ika). 


380. On both sides there are small naga-stambhas of slender shape. 
Only in a Sakti temple is the raha decdrated all oves.3 


381. There are small pillars on both sides of the niche. 
These are octagonal in Shape, have a parcakarma (at the base) and 
are decorated with sakhibandha.* 


382. This is the two-storeyed raha.’ The sana (pedestal of the upper 
niche) is at the level of the bandhana. 
It {i.e. the asana) is broad, consisting of pada, kani and patta, and 
it covers the whole area. 


383. Above this is another niche, one fourth the width, of the (whole) 
nisa. 
In these the associate eo0des ies (upadevis) should be placed, begin- 
ningewWith Anangamekhala.® 


384. This part of the raha is particularly meant for the Sadangayuvatis. 
The goddess Rajarajesvari, the presiding deity of the Sricakra, is at 
the centre. 


! In accordance with the identification of Sricakra as Meru, the different enclosures (cakrae) 
are conceived to be placed one above the other, the lowest being the bhipura and the high- 
est the trikona with valaya and bmdu. In the temple these correspond to the pitha «nd 
sirgamandala regpectively. See fig. 57 and Plates 21, 22. 2 See Plate 23. 3 Le. wh 
nagas. In the early period, these pillars are found only in Sakti temples. * A row of female 
companions. Cf. v. 201, dasjvedha. See Plate $a ° This means the lower and the upper 
niche, parallel to the lower and upper jdrigha. ¢ Reference to the eight Anangadevis placed 
in the eight petals of the Sricakra, starting with Anangakusuma in the east. Since only three 
pairs of niches are available on the sikhara (the eastern raha provides the entrance and hence 
has no niches}, only six Devis beginning with Anangamekhala (south) are to be installed in 
the niches in their respective space-directions. Anangamalini in the north-east is also left 
out. 
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385. Above the part of the raha with the two niches, there are two upper 
spires. 
(The two niches) are for two goddesses; this Manijusri temple is 
indeed beautiful. 


386. Above the crown of the raha-sikhara, (the temple) is based on the 
saptaratha pattern.? 
There are two konakas, two anarthas and two anurahas, 


387. each with a culika (crown). The raha constitutes the seventh paga 
(vertical segment).? | 
This (temple) is well-known by the name of saptangagarbha in the 
Sastras. 


388. The sifharas project all around from the sides of the raha. 
Sixteen vimanikas dedicated to Sodas (Devi) should be made on 
the temple.* 


389. Four Bhairavis of pleasing form’ (should be situated) on top, at 
the place of the Bhairavis.° 
No male (Bhairava) should be placed there. 


390. Above tho beki are the amalakt, kharpara and kalasa etc. 
The konaka of the garbha is narrow, and consists of either five or 
seven levels (bhumika). 


391. Covering the whole garbha there is a circle (mandala) of vimanas 
(miniature ,spires). 
These are twenty four in number, and they represent the twenty 
four Upasaktis.’ 


392. The Manjusri Rekhaprasada is conceived as a mixed temple, 
and the garbha is expanded ir the lower part. It is (also) called 
* vimanamauli (having a crown of vimanikasg). 


! Here the two niches, one above the other, are related to the two vimanikas on te raha. 
The niches contain two goddesses, according to their place in the Sricakra. 2? T1.> Sap- 
taratha is mentioned only at this point because, in the Mafijusri form, the seven pagasz:sonly 
become visible above the raha Sikhara. 3 On each fagade. “* There are 16 excluding the 
anurangsikharas. The nuhber 16 also hints at the name of Sodasi, another name of Tripura- 
sundari. ° Lalitakrti; this may also hint at Lalita, the presiding goddess at the centre. 
¢ Normally, this is the place for the Bhairavas. ” The 16 mentioned above plus the 8 on 
the anurahdas may represent- the 8 Vasinis, 12 Yoginis and-4 Akarsinis (Gandha, Ripa, Rasa, 
Sparsa), belonging to the bhipfastara mode of Worship; or they may refer to the 16 Nityas, 
and the 8 Vagdevis, cf. Nityasodasikarnava, 1.24b-28; 1.77-79. 
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393. (These vimanikas should follow) the rekha form. It (this type of 
temple) should never be mixed (with other forms). 
The rekha temple has.the form of purusa, whereas the Manjusri is 
a yantra-temple.! | 


394. It has four enclosures? and a lofty spire (sikhara). 


Pitha, sikhara and the garbha part? are the levels which are of muha- 
bhadra shape,? 


395. The amalakt aboqve is (in the form of ) & circle (vrtta) and the kalasa 
is the central point (bindu). 
This is not a pure rekhq temple, nor is it of the khakara type. 


396. This temple is of mixed form (misraprasada) with rekha sikharikas 
(rekhanga). It is meant for the ganasaktis.’ 


Khakara: 


Silpa is conceived to be of mgeny types. Listen to the features of the 
sub-types: 


397. The rekharathaka® (vimanikas) of khakara shape are built up to the 
melana of the temple.” 
The Khakara is indigenous to Udradesa. There are two types of 
Khakara: 


398. The first is pidhakhakara and the second culakhakara. 
The garbha of the Khakara (tentple) has eight parts. Of these, pitha, 
jangha, bandhana, 


399. janghamandana and badanta (wall) are in the lower khakara. 
The, garbha resembles the rekhd temple, (except that) the raha in 
front is projecting. 


i Cf. v. 6ff. for rekha as purusa. Yantra-temple refers to a Sricakra as Meruprasi ira. 
2? The vimanika avaranas, the space without vimanikés, the visama and the beki along with 
the topmost part. ? Sikhara refers-here to the whole elevation and garbha to the part above 
the melana. * The correspondence of amalaka to vrtta and kalasa to bindu refers to the 
merging of bindu and vrtta in the trikona; cf. Laksmidhara’s comm. on Saundaryalahart, v. 
` 9 (p. 21, Mysore ed.) ®? ,The ganasaktis are the goddesses emanating from Tripurasundari 
and contained in the different ‘cakras of the Sricakra. ¢ This is a miniature temple, shaped 
as a khakara, on the bada. ut Melanadayah must be understood as melandvadhi. 
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400. The rekhurathaka of khakara type follows a style of architecture 
which is the essénce of Silpa.! 
It constitutes decorative elements of the pitha and jarnigha, forming 
a row of sikharas. 


401. The ascending Khakara type? has a long vault at the top of the 
beh. 
The vault is dome-shaped, and looks like an upturned boat.? 


402. The garbha of this (khakara) temple is.of gomukha form. 
First there is a tier in the shape of.a thatched roof, above which is 
the khakara. 


403. Another form is the garbha of rekha type; its lower khakara has the 
following features: 
the roof is boat- shaped, and the pattaka (decorated horizontal band) 
is again prominent. 


404. Whether it is large ‘or small (as a miniature shrine), the temple 
should be built with all’these features; 
these are all Khakara temples, following the Kalinga style. 


405. Different features can be made in combination with other elements. 
‘According to the following three types, there are three forms (of 
Khakara temple): 


406. sama, (bhadra) (almost square), visama bhadra (rectangular) and 
dirghavisama (bhadra) (elongated). 
Thre first type is Sikharakhakara; Vimanamalint (is the second type), 


407. and Vaitala which is dirghavisama (is the third). These are the 
three known types of Khakara.® 
Listen to the different ways of construction necessary for knowledge 
(of architecture). 


408. Where thé Summit ’is concerned, the difference is that in the sama 
(type) there is a kalasa etc., 
in a ‘visama type there is a lion’s head, and in the third type there 
are three pinnacles. 


Silpasarodbhava could also be the name of a Silpa text not yet found. *? Being taller, it re- 
sembles a rekha sikhara. 3 The description of the main khakdra temple starts here. * Com- 
pare the Toda huts in the®Nilgiris. ' ® Examples for these three types are: Gauri (sama), 
Varahi at Caurasi (vigama), and Vaitala (dirghavisama). What is here called Sikharakhakara 
is termed Hemakita in the Silpa Prakasa (I1.100-105; 697-705). 
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Sama Khakara: Gaur 
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Visama Khakaga: Varahi 
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409. All these types are suitable for Sakti, not for Siva or Visnu temples. 
The sama type has fhe form of a trirathaka temple with a rounded 
khakara roof. 


410. It has two khakaras with projections (Kuta) and a vimanika on the 
raha. 
Its rounded top has a kalasa with’ a pedestal. 


411. On the dirgha (visama) type, there are three pithikas, above which 
kalasas should be placed. 
The remaining parts (of the temple) - rihu, anartha and konaka — 
follow the rekha type.? 


412. In the visama temple, the most important feature is that there is a 
series of vimanikas at the end of the jangha. 
The khakara is situated above the circle of vimanikas and is crowned 
by kutas (in the shape of vimanikas). 


413. Above the khakara tifere is a broad area for the pithikas,3 


in the centre of which the kalasa with pindi (pedestal) should be 
established. 


414. The whole garbha consists of eight parts (vertically), and there are 
variations only above the khakara. 
In this way the Vadabhi temple is differentiated (from others).* 


415. On the visama, four lions, Bhairavas, etc. shouldbe made. 
A sama temple is to be made of eight equal parts, this is certain. 


Dirghavigama Vaitala:® 


416. As far as the visamadirgha (long rectangular temple) i is concerned, 
it has the features of the Vaitala temple. 
This has been described by Bhattaraka in the, Vacaonienpe text. 


417. On a Vaitala, the pitha has five parts. There is one jangha and the 
garbha i is large.” 
On the sides there are three prominent parts, and there are five 
parts in the front and back (the long side). 


! See Gangesvari with threé vimanikas on the raha (see Plate 29). * Rahais only at three 
sides, not at the back. The anartha is hardly visible (see Plate 30). 3 The topmost part 

„ serving ‘as a base for the lions and the kalasa i Plate 32). * For its detailed description, 
cf. Silpa Prakasa, I1.169-1?2 and passim. § 3 See,Plates 30, 33, 34. ° The reference is to 
Silpa Prakasa of Bhattaraka Ramacandra Kaulacara, see Bibliography. For a description of 
Vaitala, cf. 11.45;66. 
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afr TF upfreaପT । 
fAATATO4 TRON | VY 


ପବ Teper NT: UTR ୮ । 
ଷସୁଖୀOT: ୩: frames Ape: vax ll 


ଶାନ ସିମ: . ୩୮4୩୮୫୮୯ ଏଫ୧୧ । 
ହନ ପଂ ଷର ୨ ୮୦୩୮୪୮ ୨୦୩୩୮୪୮୩୨୮ ॥ ୪ଦୁନ୍‌॥ 


TAT: MRITATT: NTA Froiaa!? 4 
୮: ଷଝଷଙୀଧ ୪ପପମମଙ ୩ ॥ ୪୧ ॥ 


1 A, °qerefr qui Te ଅପ € “? ଖୀ କୀ ୯ ୬ ୟଥଙ A 
1 corti A, ° ୩୮ ୩୮ A ° ଧହୁଷଏଙ୍କ ସ୍‌ ୯ ‹ ” ୧୯ * ୩୮ ସ୍କ 
A ® fr upfrge C !° aur arf arsreaftsaen C "™ Lineom. in A  ! Om. in 
A 
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421. 


422. 


423. 


424. 


425. 


426. 


427. 


TEXT AND TRANSLATION 


These five parts, congisting of raha, anartha and konaka, have a 
similar form. 

Here the pagas are not extended (upwards); only the konaka is 
prominent. 


The khakara (roof ) etc. is constructed above the konakabhumis. 
Where there age two roofs of extended form it is called Vaitala. 


This beautiful temple looks like a boat upon a raft, 
and its konaka is prominent. 


There is a r@ha in the form of a projecting spire (Kuta raha’), on the 
sidé of the first storey. 
On the long part there is only the roof (cala), like a raft on the sea. 


The place of the great khakara is abovg the raft-shaped roof ( udupa- 
cala). 
This fing khakara is decorated with a patta and a jali. 


At the top of this khakara, there is an elongated dorne-shgped roof.! 
Bhattaraja has called this the roof in the shape of half 4*pumpkin 
gourd.? 


The raka projects outwards in front only, the sides being narrow. 
This is the characteristic of the khakara temple of dirghavisama 


type. 


These three types of Khakara aré all Khakara-kita temples, 
the three types being the samacula, the visama’ 


and the dirghavisama with three pinnacles (Auta). (This last) is 
Vaitala, (also) called jali khaktira (which has a jali between the 
two roofs). 

All these temples are for Sakti. They should not be used for other 
deities. 


The khakara (style) is meant for a Sakti temple, and it should be 
made with a pidhasala. 
The rekha type is for all the gods, and for pancayatana temples. 


167 


. Potala may refer to an Oriya word dendting a kind of gourd (parval in Hindi), which is 


round and elongated. 


Oriya, not vaitalu,‘as has been often assumed. 3 E.g. Varahi. 


2 Kusmanda (Sanskrit) is named either kakharu or panikakhéru in 
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(Colophon of the First Part:) 


fT Gre: ferret: NN vac 


fArenegrtS: MT: qENTAIR ୫: 
a i ହହ୍‌ ॥ 


ଷ୍‌ ୩୪୩୯୮ ୩୩୮୯୮: ସ୍ସ: । 
TETITEUFT : BrTfaF TOIT: ॥ vRoN 


fart HITT: (MAT) ATA FTI ମ । 
MITES NSE TANYA: I VR NM 


FHT CUTIRISE HENTT! TTF: | 
UALGTTMTT ITT TfafgT:? ॥ aR 


ଷ୍ସ୪କI୮ ୩୮୪୦ ୪୩୮ ଧୁୟ୮ ମ୍ଫ । 
AUTITTINTTAT TERITYATT: oll RIN 


FreTITONCUN frau: | 
arshirfrerarfooar qurfrorfe TT Ni vaRY 


୩୮ ୩୮୯୪୨୫ ମୁଖ ଅଙଙ: । 
* 3H FTI TERTIARY 1 vay 


! ୧୨ A, ୯ ? ୩ ପହ: A ? ଷ୍‌ A * ଷ୍ଙC ° -fAMeTUagger C ¢ HIfAST 
A,B ” One folio missing in C 
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Colophon of the First Part: 


428. Of the line of Suryavamf{a, of great strength, victorious, 
lover of knowledge, skilful, lover of artists and art, 


429. and preserver of art — such is the peaceful (Raja) Purugottama; 
he is as powerful as Nrsimha and famous in the Utkala country. o 


430. He is himself the supporter of the Sastras, a hero and a worshipper 
of Purusottama (Jagannatha). 
Through his (Jagannatha’ s) grace, I have been born in the commu- 
nity of sthapatis. 


431. My father.is SvapneSvara and my mother Candravati, 
I belong to the gotra of Bharadvaja artd I wear the sacred thread. 


432. My name is Niranjana Sthapaka and my title Mahapatra. 
I come from the town Astadurga! and reside in the king of ksetras.? 


433. Golden ear pendants and ornaments have been given to me by the 
Raja, 
upder whose‘patronage (I am compqgsing) this Ratnakosa. This will 
bestow happiness (on those who use it). 


434. The rules (of Silpa) are inscribed in this collection; which contains 
the’ essence of Silpa,? 
and jn the Vadabhi-Silpasarint, 
of Spa. 


4 in order to transmit the practice 


435. This manual, called Ratnakosa, lists each feature 2nd clarifies the 
subject-matter. 
It is theticulous in distilling the essence and in transmitting funda- 
mental knowledge. 


3 In Gayjam District, Orissa. 2? The foremost of holy places, i.e. Pun. 
3. Silpasara-Samuccaya may alsp refer to a text not identified so far. * It is not clear 


whether two texts are meant here, the firs} describing Vadabhi temples i i.e. Silpa Prakasa, 
and the second the Silpasdrint? (see Bibliography)? 
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fgର୍ମୀଅସ୪ ୩୩୩ ସୁ ସବ ୩ । 
MTGTeH fA RTT: TATE FATT: ॥ ୪ଃe୍‌ 


EET: TRAST: ATT: FTF | 
HAN: HTT AS: MTR HTTTET:! ॥ va 


Soles ASE Nai HUSDITT: RIA | 
JITSU: FMTT THT VaR 


afRrasT gfafaT ଆ । 
TATITGfIICTTITTCT Te: ॥ ୪3୧ ॥ 


TTS TATSUT ATTaT | 
TNUTHIT JT: Haag TE vveNl 


Afar aT hacaT HUSATY fre: । 
aTATRATSRAT TRIESTE TT: | VYeN॥ 


Raed aur Fata frags aft । 
Rr ଆ ୩ ୩୩୪୩ ୨ ॥ ୪୪୩॥. 


MITRASAUTAT FORT OTF | 
Auaw UT gC favre srfrarefe: ॥ vval 


୪୩a: Th: ଅଫ ୩୩୫ ସମ: । 
FFT RYN TIARA: ll YY 


R୩୩ ୩୩୩୪ ସଫ । 
TTTTTRNITY AT: YTTATGT | YUN 


ସଂ ଙ ୩୮ haar । 
୫୩୮ ଅସୁ ସଂ ୩୩୦୮୮ ଷ୍‌ ॥ ୪୪୧॥ 
! eraT TUT A 
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Fig. 59 
Konarka door-frame 
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ps 
SY YZA 
a77201@ 0 


NN 


am NC as eee ara ae ce © 


Fig. 60 
dvarabandha with toranz 
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Part II: On Temple-Sculpture 


436. Listen to the Second Part which is also essential. 
This concerns temple sculpture (prasadamurti), an integral part‘ of 
temple architecture. 
437. A door (dvara) should be made, in the wall section of the jarnigha. 
The entrance portal is always of great importance, with projecting 
indents (ala$a) and other features. 
438. The dvarabandha (door-frame) is prominent, and this is the only 
place to be decorated.! | 
It should be sculpted ‘with ornamental bands of pendants, flowers 
and water-plants. 
439. The stemmed creepers with figures (in between) are called gelaba, 
and a row of lotus pet..ls is carv2d av the edge of the bandha (fascia). 
440. There may be entwined naga couples, creepers with monkeys, 
fascia of flowers, and maral:ka, a frieze decorated with geese. 
441. All these special door decorations are to be carved 
with various combinations, according to (the artist’s) imagination. 
442. Kautuhala figures,? with one head and several bodies, and also 
mithuna images, should be seulpted on a temple. 
(There should be)’a double virala at the door, called karnavirala. 
443. The door has three parts: sakara (lintel) and alasa (projecting in- 
dents), 
and the door in the centre, on both sides of which are decorated 
pillars (lalitastambha). 
444. In the centre is an arch (banka), of three or five curves, 
constructed according to rule. 
445. On the surface of the lintel, various figures are to be carved, 
such as ndgas, yaksas, gandharvas, devas and brahmins. 
446. On the upper layer, that is, the projecting part of the door-frame, 
an arch should be made which rests on the capitals of the pillars. 
1 In the sanctum. £? Composite figures of animals and men inspiring wonder. 
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faa! GRA T TTT mura: | ' 
Radar Arar AY Tard IIH: NN vv 


(4 


ଖସ H ମୀ? ୮ ଓଟର । 
ATIF: FT: AE MITA lV vSN 


ଆଣ ଞ୍ସ ବମ ୩ । 
TET ma ମେ ସ୍ମ AI ॥ ୪୪୧॥ 


TR PTFE AUTAT | 5 ଓ ଆ 
ମମି Mia ୩ Hate arf: FET NN vyol 


< G5 


ଖଫ: ସୀ: ରୁଆ ୩୮-୨୪୩୮ ୩ ସ । ¿ 
HAT GTR HUSAT TREAT’ 4 vGN 


erp fHTTAT ୩ qr FETT 


HAMAR CTY ET: sub hhi NN vaRN 


HARITTARTY TRINH: | 
amd: RAAT THAT TCT ll YAM 


aTITRETGfaas Guid ହା ଙ: । 
fdas frararcprares qt va 


ଏ ATTA IT TUT | 
waTaTqaTTT: gfdartagfd: aT IT ll va 


! afar C °? Far ard C 2? qearfr Iemmfr B- * Lineom. in A ® Line om. 
inA ¢ aT A,B ! &qamC ® Lineom. C 
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447. In conmimdh parlance (this is called) khilana.! It has steps which 
should be congtructed according to rule. 
The stepg are of two kinds: saralavarta (straight), which is the best, 


448. and nandavarta, where the-st8ps are of half-moon shape. 
The temple should be built with these steps and divisions.? 


449. Above the door, a kirttimukha and the nine planets (navagraha) 
should ‘be gartved,? and 
in the centre of the door-frame a toranalaksmi. 


450. The sides of the threshold shouldebe atorned with dvarapalas. 
The sthapati should never make an image (on the walls) of the 
Sanctum (garbhadesa). 


451. Images are considered to be of twostypes, for worship and for deco- 
ration (arca and mandana). 
The arga {murfi) is for worship, mandana (images) are the divinities 
placed in the lateral niches (parsvadevata). 


452. The decorative images represent the divine play (lila), and the main 
image is for worship. 
According to the Sastras images are of two types: avyakta (unmani- 
fest) or vyakta (manifest). 


453. The’ avyakta (murti) is visualized in meditation, while the vyakta is 
best for (external) worship. 
The vyakta murti (manifest image) should always be based on a 
panjara.* 


454. On the stone (surface) a diagram should be drawn with ‘various 
lines. 
The centre point (marman) of,the image should be ascertained in 
order to position the limbs. 


455. He who has realized the essence of Silpa is known as marmajna 
(expert). 
An ‘image based on the dhydna is called dhyanamurti (meditation- 
image). 


! Persian word for arch, alsa writtew khilana. ? See Plate 35. *? The earliest temples have 
only eight grahas, the navagrahas are represented from the 10th century onwards. + Cc 
Vastusiutra Upanisad 11, see Bibliography. “ 
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Arar fa HrEMTATUTE FET! | 
cd a ॥ ୪¥୍ଛ୍‌॥ 


qT: qTrSfa: fara HDS N YOM 


ଅଆ ର C୮ Farrar mrf:? । 
TUE TAT HTFaT I vA 


frerrfaaae: aTaTT RATATAT | 
ଷକର୍ଷଫ ୨୫୮ ଧୀ ହେ ୮୩୫: ॥ ୪୪୧॥ 


FRAT EIT BITTG: RTTAT ଧର୍ମୀ । 
ମୁନ: ଧୁ ସ୍ୟ ୩୪୮ ସଂ ୮ କଆୀଙ ॥ ୪୫୧॥ 


UTTRT: BNTT: AF FARRTEITT | 
ଆ: ଵର କଫ୍‌ ଫୁ ୩୮ ସର ୩: ॥ ଟ୍‌ ॥ 


midgut ATT Narra । 
ମୁଖ: ଷୀ: ଏଷ ୩d: ॥ ୪୫୍‌ଦ॥ 


far ସସ ହିତ ମୁଖ ଅକ: ୩୮ । 
ମୁଆ ସଂ ୨ ସଂ ୮୪୩ ॥ ୪୫୍‌ୱ॥ 


ATE AT qT TT ETTITTAT a | 
ଅ୩୮୩୮ଫ୮ ୮୮ ୩୩ ସପ ମୁ ଏ ॥ ୪୫୪॥ 


! aT A.C ? auf: C ? arc * mrA,C ® qe 4 Fr: C 
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456. The (main) image,should be made sgparately in a sculptor’s work- 
shop.¢karusala). 
It should be made according to prescription, for the artist personifies 
Visvakarman himself. 


457. While making the image, (the scplptor),should only live on havisya.! 


The yupa should be made in stone in the shape of a (wooden) post. 
This is the’ final stage of the work.? 


458. The ee be installed with devotion by Visvakarman (the 
chief architect). 
The work (of construction) is complete with the consecration of the 
yupa. 
459. The chief architect is the visible form of (Visvakarman), the pre- 
siding deity of Gilpa. 
The post (of the yupa) symbolizes all the (ritual) actions, ,and the 
head (top) the support of the universe.’ 


460. The sthapaka, who represents Visvakarman, should establish it on 
the ground. 
The sculptor (murtikara) should never make a yupa separately. 


461. Both sthapaka and sthapati have the authority to make images, 
but sthapaka alone may make the yupa and the image for worship 
(arcamuyrti). 


Materials for images: 


162. Images (murti) are of four types: of stone, of wood, of metal, 
or of clay. All the clay images are worshipped, at festivals. 


163. The sthapati should make firm and permanent stone images. 
These are the intages to be placed in the external niches (secondary 
divinities), in the garbha and also on the decorative panels. 


164. Folk images are odd-shaped and inferior. 
The sthapati sifould not ,make these or metal or clay images. 


! Sacrificial food prepared in ghi, taken only once a day (in the afternoon). This is one of 
several restrictions imposed dn the sculptor of the main image. * The yipa is established 
2utside the temple structure as a “witnes§” to the completion of the building. Cf. Vastusutra 
Upanigad 1.3, see note p. 102f. 3 Cf. Vastusitra Upanisad 1.3. * There are different 
castes for metal-casting and clay work. 
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ଝୁ : mf 
sibel aR El ଏମ ॥ vc ॥ 


CTEAGTAEIT HTT! Teh TT | 
runs fran: 


RTM: ॥ ୪୫ ॥ 


ଖପ୍‌: ଷ୮ ୩ ୩ ୩: କସ: 
ESIC Pi 


ATCT Nl Yeo NM 


Tf ୩୩ । 
ନ ॥ eS 


ଷଂ ଅ୩୫aqgT aT TOIT? YY । 
TTF EAN, AT TATOT RIG: 1 eR 


gafର୍ ahr freee Ted: | 
frre: FI: SN RE Nh Yeon 


ଙ: କଫ M୮: ୩ ଝର: କ୍ଷ । 
TUT ଏ ୩ ୨ ମଂଙ ॥ ୪୦୨॥ 


ଵଷ ୩୪୩୮ TENT I ୮: । 
TRA EIT MITC ATATITT ll VOR Nl 


ମମୀ ଅସୀ ଖୀ fr ୩ ୨: | 
6 Afr ATA meas ॥ veal 


Jnr FT TATE HET | 
TETJUETIT IATTTFTTAG NN YOY 


! ର୍ଥ ୯ ¢ ସମ ୩୩୨୦୮୩୮ ୯ ୬? ଝଝ୯ “ ଷୃଙ: ଓ ° ଷି୩ ୯ ° A, C add HI 


Digitized by srujanika@gmail.com 


TEXT AND TRANSLATION 179 


465. He should carve wogden images of the gods with great care. 
The wooden image isnot a dhyanamurti, (but) it is excellent for 
worship. | 


Jagannatha image: 


466. The Darubraéma (i.e. the Jagannatha image) was conceived by the 
creator (svajambhu) in ancient times, in the land of Utkala in 
Bharata. 
This image is of both manifest and anmaAnifest form. 


467. This God ia both formléss and with form; he is unique in the three 
worlds. 
The sthapaka realizes the four goals of life through,this image. 


468. This image vas made by VisvakarmA2n and established 
at the beginning’ of the Krtayuga, at the auspicious time of Manu 
Svarocisa. 


Importance of the text: 


469. After bowing at the auspicious feet, of this same Darubrahma, 
the sthapaka has carefully collected the elements of this Silparatnakosa, 


470. and all their meanings, from the Silpasastras for the benefit of his 
community. 
This Silparatnakd$sa is especially meant for the sthapakas. 


471. It has been composed for the knowledge of the community’ and 
should not be given to others. 
One will go to hell for the sin of divulging it to others. 


472. Only*a person with faith can obtain (this knowledge) through the 
tradition. 
The construction of a temple should be performed as a holy action. 


473. Visvakarman is the divinity of the Silpins, of this there is no doubt. 
The divine Silpin is manifested on earth, embodied in the artist. 


474. This Silpangaratnakosa has been composed by the grace 
of that great, ancient Purusa who dwells in the holy field of Purusottama 
(i.e. Puri). 
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ଲTPfr: HT: AFT 7: TNT । 
TT TT: RI fr: TU IAT: RAL 


Fr ଫଡ ଞ କଂ ff ୩୮୩୩ ॥ YEN 


rT qe 
ର eaUrIfaaTy ii PLS i 


ଷନ'ର୍ମ ସୀ ଖ୩ର୍ଟପଙ୍‌ ୩ ଖସ । 
[Se SL Se a TRACSE) 


rear roe aria 
tq bab sh ie GM ଆ a ॥ 


୩୮: ୩୮ ସଂ PNT | 
qf vaTIaT FAT: I wool 


ସଙfସ: ୨୩୦୭୩୮ ମୁଧTATUHସA । 
avarfr YUUT TIAA TUT ॥ veg 
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475. It takes the form of a dictionary containing all the divisions and 
parts necessary (for Silpa). 
This excelleAt text, cammngsed in the form of slokas, consists of 
names and definitions. 


476. Any action without knowledge, or work without understanding, 
is fruitless. Knowledge alone is thé highest action. 


477. Wise is he who knows the procedures enjoined by the Silpanga 
and the knowledge of Silpa has been compiled here for the benefit 
of intelligent artists (sthapatis). 


478. All the parts and measurements should be known, and built accord- 
ingly. 
When the work (of building temples) is effected without knowledge, 
(the tradition) will&urely be‘lost. 


479. The image should be made att:an auspicious conjunction of planets 
and an auspicious time. 
The image for worship (and) the krtyamurti should he made in 
accordanrce with the rule.! 


480. For the gramyamurti (folk image) no auspicious time or (canonical) 
knowledge is necessary. 
The Sabara and other tribes worship shapeless images. 


481. I shall describe the remarkable science of sculpture 


concerning stone images separately, in the Pratimalaksana.? 


! Temporary image for worship, clay-image, cf. Vastusutra Upanigad I1.5. 2 The author 
announces here the Pratimqjaksand, but only one of the extant MSS contains this text. MS 
.A ends here with an invocation to" ManikéSvari (the deity of Devagada) and C ends with a 
colophon. 
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[farmer]! 
AIHA HFN YT frat: 
RAT aTA PITY TUTRATT N19 


fuaraT afar aT FrfuT nad qT । 
aTErrRT FfIRr Fra Ha: NR 


qq 
NT aT AE HT aR C୩ ସବ । 
el fe: ac a M3 


aTErT Fuad frat Taran? are | 
ATIHIATYT AT fraT ITT NOT Ov 


firaTEATT ଅଲ ୮ ୩ ୨୦ । 
fT Terma ueforafaaT oN 


ସମପସଲ୍କ ୮୪୮୭୫ ଅଙଙ: । 
TUR AT fared Fria qT TUT NSN 


ସର୍ଟ RM ୮ ମ ଅମ | 
faa carr 


Te Fra ॥ ୧ ॥ 


! The following TfaaTaaror MS is given only ir MS B. C gives the wt immediately | 
(given at the end): A closes the MS by: ¥t atTfor@ fr yrror: a: 
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Pratimalaksana: On Image-Making 


1. Listen, (I ‘shall descr :.}¥4n detail and in due order the image for 
worship, with all its limbs 
and secondary limbs, according to the prescriptions of the canon of 
Visvakarman. 


2. The stone (for making images) should always be without defect. 
Three types (of stones) are considered (best): 
Muguni (black granite), sahdana (sandstone) atid kundika (khondo- 
lite, i.e. course-grained sandstone). 


3. Two types'of muguni ‘granite, black and bluish green (nila), are 
most suitable. 
The stone called sahana is best for images and easy to sculpt; 


4. it is grey, smnooth, puge, and of consistent colour. 
Stone which is full of sand and whitish or yellow (khondolite) 


5. jis not good for making images. These ar® the thrge types of stone. 
There are four excellent procedures for image-making According to 
Silpa.! 


6. After quarrying the stone, it has fo be cut 
into square (or rectangular) blocks, and then made smooth by dress- 


ing. 


7. The first work (of the sculptor) is to dress the stones carefully. 
The second is to compose the panjara by drawing lines (rekhakarmanga) 
(on the surface). 


8. The surface of the stone should be divided according to a diagram 
(Kostha) of twenty four squazes (or rectangles). 
The third (task) of the Silpin is to divide thie into five sections 


(kgetrg): 


9. Asana (seat), ganastitana (place of secondary deities), mandala (cen- 
tral section for the main image) and daivamandala (place for the 
heavenly beings). 

In image-making' these five fields should be determined.? 


1 Cf. Vastusutra Upanisad ].8.+ .? The enumeration cpntains only four parts, but the 
attendant divinities occupy two fields, on¢ on each,side of the central deity, thus making five 
divisions. Cf. Véastusiutra Upanisad V1. 9 for the five divisions of the kostha, where the number 


of Kostha squares, is sixteen instead of twerty four. 
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Fara TT: IT FINRTG: | 
ଅଫ ଆ ସମୁ ୫ ସଂ ଝସ୍ୟ୨୪ ॥ ହଠା 


ମଲ ସଂ ସୟ qଧunVe Fr । 
ରିଖ OUTTA RTT RTETRT | 88 ॥ 


ଖର fଫ ୪ ୩ ୩୮୦୪୩୮୦୩୩୩୮ ॥ ହହ୍‌ ॥ 


TTA fuT TTF GAT AT MfEIGT: | 
aI ସବ aT fat: | ୨3 ॥ 
qUNTIHTERTUTTT ead | 
mued fof TF qT TAFfgTA NN ge 


MITHUSA EIT CTATITGRTAG: | 
WT HATRITTE ATF Fria qT: Ng 


=aTuRT fr AC 
MTEATGUTTA: CIAGTT UB ॥ ହବ୍‌ ॥ 


ଏପ ୧4୫ Tau: । 
ATT RUCIT ETNTIfTAHN: ON 


TATA OTITT HUTT RTT TT | 
faureferfw: AT: ATT IIT MTRT: NEN 
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Fig. 61 
mirtiksetra: Hara-Parvat1 
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Below in oné part is the asana (seat, consisting of two squares). 
There are six squares (extending wertically) on both sides (of 
the main image). 

Above this there are four squares arranged vertically and, in the 
upper part, is the daivamandala. 


In the centre there are four squares for the tircle of light (tejomandala, 
for the centra] divinity). 
This is the place of divine glory; it embodies the heavenly light. 


Six squares are for the body of the deity. This (procedure) is called 
0 pa Oe (the action of laying the thread). 
There dre two types of asanas: vehicle (vahana) and pedestal ( pithika). 


The ganaksetra (field for the attendants) is of two types, either 
pillars (stambha) or attendant figures (pratirupa). 

In the daiyafhandala (iff the upper field) yaksas, gandharvas or kin- 
narygs, should be carved, 


and apsaras dancing or playing musical instruments. 
The mandala (of the central deity) is said to be of two types: terana 
with a tyefoil arch, 


and aureole (proabhamandala) which manifests the glory of the God. 
The area is divided in this way, and the various limbs (and parts) 
are determined by the wise artist. 


This composition®(nyasakarma) is excellent, and follows the char- 
acteristics of the Visvakarmanga (Sjlpa tradition). 

The sculpture (rupa) with its limbs should be distributed following 
the lines, from the centre of the field. 


according to the Sastra and the method of line- composition (rekhanyasa). 
Weapons (attributes), the number of hands, the mood and the ges- 
tures with distinguishing marks, 


and the knowledge of proper ornamentation: all these are called 
mandana (decoration). 

Three types of images are best; lasya, ugra, bhayankara (gentle, 
powerful, terrifying), 
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TTT: aT | 
ସଂ mar frefste: ॥ ୨୧ ॥ 


HETIL ATCTTTECTHATA | 
KT FACET FNTTTAMTH | ol 


REffaraarer ae Ame a MTR ] 
FAJATTT: HHTF: MUTA CTHTSAF ॥ aN 


ସି ୪୮ ଅଫ ୩୮୨୩୮୪୪୩୮ ୩ ଵଡ । 
TU CNETRTT HOT ଲ RRR: Naa 


qa urea arta Are faye: 1, 
MTS FT far FT CHferefrTuUT | ୧3 ॥ 


ମର କୁ ସଂ କା ସସ । 
ଏଁ ସଂ Fora ager Fara Nav I 


TI AIRY ATTATHTTtT | 


TS MT AOA TTT | a ॥ 


ଅରଖ ୩ Fran । 
TNT get et Fa ॥ ସହ୍‌ ॥ 


Rg aur HTATq UTI 
A a Cel COIN te LP 


fof afar AIT FENTTIATTTTT 
CE Fa aR ho 
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19. corresponiding to {the three gunas, sattva, rajas and tamas respec- 
tivel. , . 
Peaceful face, gentle hands, absence of muscles, always endowed 
with youthfulness, 


20. these are the features of the gentle image (lasya-vigraha). 
The characteristics of a powerful image (ugra) are beautiful limbs 
and a fierce face. 


21. A terrifying (bhayankara) image has scattered limbs and a dreadful 
face. 
The. sculpting of thee decoration of the parts of the body (of the 


image) can be done according to one’s taste. 
¢ 


22-24a. The expression of the eyes shoujd always be kept in mind, for this 

is called the life-giving essence (prana-sutra). 

The Silpin sheuld remember especially the four types of eye expres- 
gion: 

like a lotus, like a wagtail bird, like a fish, and in the form of a lotus 
bud. 

The lotus-eye is peaceful, the bird-eye is sharp, 

the fish-eye is enchanting, the bud-eye is full of wonder. 


24b-26a. The faces are of three types: like a banyan leaf (vata), a pippala leaf 
or round. 
The~-forehead, nose and lips should be made accordingly. 
The face in thé shape of a banyan leaf is peaceful, the face in the 
shape of pippala bestows a meditative mood, 
and the round face is fierce (ugra). These are the three types with 
their respective moods. 


26b. There are three main types of body: .harmonious, corpulent and 
thin. 


27. Thus the image should be made to express the appropriate character 
.and emotion (bhava). 
In a banyan-shaped face the nose should be long and in a pippala 
type face the nose should be sharp. 


28. These are the two types of nose, which conform to the type of face. 
The (lower) lip is of two types: like a china rose (jaba) and in the 
shape of a bimba fruit. - 
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A Te ॥ ବ୍‌ ॥ 


urea fr ଝଞ A ଓ୩୮୦୩ । 
gET: AO rarer: ETT Feud: HaTT ll aol 


qfemur SUT MEL RAT TPR: | 
ଷର HTTTRT ATTHTRTFITTT: N39 


ସଂ ୪୪୮ ଫ୯ଂ୩୮ ୩୮୯୪୩୩୩୩ । 
cu lin Poel ET 


BITTRITTEIT FT gf far ୩ । 
IRE T: uF faa: HAT: FT ॥ aa 


faTGTAUIAYT HTUT HTEFHVEHT TUT | 
ATEFHUIAT FAT HTTHMTEATTT TUT NN RYN 


Faso TNT a Gr: । 
UATTHTRIATNA HFG NTA fTTAT: | XN 


frarteTeA ST fafa TT TT । 
କସ Fa ଅଫ: ୩୮ 7 ହୁ ସଂ ॥ 3 ॥ 


FRAT pn TET fF THAT | 
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29. The chin isjeither round or shaped like a sephali fruit. 1 
Two main ‘ypes of neck are best: thin, and sloped like the neck of 
a pot (kumbha). 


30. The chest is ‘also of two types: calmly erect, and on a slant. 
The belly is again mainly of two types: flat or protruding. 


31-32a. The hips are’said to be of two types: like (the hips of ) those of a 
lion or like a bull. 
Those who make images with all thé featutes according to the 
dhyanasloka and with devotion; 
are delivered from even, the greatest sins. 


32b-33a. Sthapakos should always bear in mind the five stages of image- 
making briefly described here,? 
in order to effect the correct deljneation of the image (nyasasutra) 
— this is the,science of architecture. 


33b-35a. There are always two classes pf sthapatis4n Utkala: 
the first belong to the Virajamandalr (northern Orissa) and the 
other to the Mahendramandali (southern Orissa) 
The Silpins of the Mahendramandali are knowledgeable in the Agamas 
and Sastras, 
while those of the Virajamandali are astrologers and possess knowl- 
edge of the Puranas. 


35b-37a. This wise (author) has followed the rules of the Agamas in this 
Sastra. 
This Kosa called Silparatna is the supreme secret of the Silpins. 
It is to be transmitted only to Silpins, not to others. 
This text is for the study of the community of Visvakarmas. Of 
what use is it to others? 


i (Vitez negundo), i.e. a chin in thé shape of two rounded parts cleft in the middle. °? The 
five actions comprise: 1. dressing the stone,.2. tracimg the lines of the compositional diagram, 
3. carving, 4. ornamentation, and 5. bringing out the mood of the image (bhava). Cf. for a 
similar description, Vastusiutra Upanisad 1.8, and the respective chapters. 
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Colophon: 


୩୩୫ ! hsb: Sha ie PP ॥ 


Lod fet ୭ । 
TIUThT aH Tar orf I 
HTHTGRTTATUT nn HT gr: | 
ଫମ ୟNTF q Yu re: anafe: ॥ 
Colophon ofthe copyist (MS B): 


ଷଞଲ: ୦୦୨୮ far: JONTHITEY । 
ଷୀସ୍ଂଫ ୭୮: ॥ 


FATE METRE MAT: 
କଂ ହଂସ: ॥ 


foarfrr TUTg a । : 
ff କଏ ୪ ୨ ଅଫ କଫ ॥ 


In Oriya 


qT HTT HUTS HOTT JT 
TuraaT feu aT NG oe n? 


3 mr seria fer ReRY a a 
wf: aT: aT: 


! auaTg B.C “ The scribe Narayana has wrongly written,the Saka year as WT™ 9୨%CY. 
which docs not correspond to the Saka ¥far given in the chronogram = Saka 1767. 
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Colophon! 


This has been written at awn auspicious time on the Sankranti day 
of the month of Mesa in the twentyfifth arka of the auspicious reign 
of Purugottama Deva? (= 28th March 1620). 

I am composing this text for the benefit of the community of stha- 
patis in the auspicious year of the Saka era, 1542 (= A.D. 1620). 
This text is dedicated with devotion to the lotus feet of Jagannatha, 
who is the manifest God, Hari, and Visyakarmapn himself. 


Colophon of the Copyist (MS B): 


Narayana Dvija, inhabitant of Purusottama (Puri) is the scribe. Here 
ends thi3 text. 


In the famous town of Devagada.ruled by the Ganga king, I the famous 
architect Acyuta have copied the text. This excellent text has been copied 
in the 12th Anka of PBivyasimha. It should not be passed on to other 
people. | 


(In Oriya) : This book (pothi) has been copied in Devagada.. 


L take refuge in Sri Manikesvari. | 
Here ends the text on architecture (Silpangam). 


Colophon of the Copyist (MS C): 


Dasarathi Silpin, who dwells in the Silpin quarters in Sri Purusottama- 
ksetra, has received the title of Mahapatra. This Silparatne: has been 
transcribed only for the knowledge of the community. On the orders 
of the Vimalaparivrajaka Svami Vasudeva Tirtha the brahmana named 
Narayana has finished (copying) this Silparatnakosa on the sukladasami 
day of Margasirsa of the Saka year 1767 (8 December 1845 A.D.). 
Obeisance te the lotus feet of my Guru (who is) Sadasiva (himself ). This 
is the auspicious end. ’ 


‘* This colophon comes at the.end of Pratimalakgsana in MS B and at the end of MS C._ ®? It 
cannot be the seventh anka, see Introduction. 
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Alasa, alasakanya: indolent, playful maiden, female figures, mostly on the ex- 
ternal walls of the temple; v. 121. 

Alasabada: projecting wall-part of the portal. 

Amalaka, amalakt: lit®the fruit of the emblic myrobalan tree; circular crowning 
part of the temple in the shape of a fluted disk, resembling an amalaka 
fruit; this element occurs in different sizes at the top of sikharikas and on 
the konaka-bhumis; mostly the variant amalaki is used f6r a smaller size. 

Amsa: ribs®f the amalaka. 

Anartha, anyutatha: vertical wall-part between the konaka and raha, running 
from the base to the beki; one of the paga divisions of the temple. 

Anartha sikharika: small spires on the anartha above the melana. 

Anuradha: narrow vertical wAll-part running from the base to the top of the wall 
in the,mukhasald anc from the base to the top of the sikhara, between the 
raha and anartha and between the konaka and anartha. 
Stambha-anuraha: wall-part of the anuraha decorated with A pillar, usu” 
ally a naga-stambha. 

Anuratha: see artartha. 

Arcarmurti: image for worship; v. 451. 

Asana: seats, pedestal. 

Avyakta murti: “unmapifgst image”, visualized in meditation; vv. 452-453. 

Ayudha: wéapon, emblem; topmost element of the temple made of metal or 
stone, which symbolizes the deity (trisula for Siva temples, cakra for 
Visnu, etc.). 

Bada: Oriya word; wall-part of the temple from pancakarma to melana. 
Badanta: lit. “end of the wall” (bada); the junction bettveen the straight wall- 
part and the spire, consisting of horizontal meuldings (see melana). 

Baithi: Opiya term; seat, pedestal. 

Bandhanda: string-gourse, horizontal moulding(s) along a wall. 

Banka: Oriya word; arch; Sanskrit torana; v. 444. 

Beki: Oriya word; neck-part of the temple below the amalaka, also called kqntha. 

Bhadra: square or rectangular ground-plan. 

Bhadra-pitha: pitha laid out on a quadrangular ground-plan. 

Bhadramukha: “face of the bhadra”, referring to the raha which is the broadest 
projecting part of the sikhara. 

‘Bharastambha: pillar sypporting a weight with a niche at the base; vv. 215-216. 

Bharati: Oriya word which denotes the filling of a gap; straight wall between 
two courses of pidhas of a tiered roof,(pidhacala). 
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Bhayankara. terrifying image. PL; v. 18, 21. 
Bhekasana: sitting posture like that of a frog; v. 356: 
Bhitti: wall, also used for a foundation. > 
Bhitti-konaka: vertical chase of the konakc accompanying each bhumi; v. 279. 
Bhittipitha: plinth, covering layer of the foundation. 
Bhumi:, bhumika: lit. ground, earth; horizontal section, especially of the konaka, 
crowned by an dmalaki; level of mouldings; vv. 278-279. 
Brahmarandhra: opening at the centre of the skull, Yogic centre; in the temple, 
the hole from the top of the kalasa through the karpara. ~~ 
Cakra: wheel, disk, on top of Vigpnu and Sakti temples. 
Cakrapitha: large plinth for especially lofty temples, e.g. Konarka, replicating 
the complete bada, sometimes with an upap.tha of three mouldings. 
Cala: roof, usually sloping; also called calika. 
Calakumbha: kalasa on top of the ghanta roof of the nifa; v. 225. 
Calamandana: roof with decorated top: especially a vajramastaka 
decoration. 
Pidhacala: roof made in tiers; vv. 226- Fa 
Candrika: crowning decoration of the raha un top ! of the vajramastaka; v. 352. 
Caturanga: frieze with armies depicted. 
Cirasimha: bon at a corner with one head and two hind parts, also called 
karnasimha; vv. 358-359. 
Cula: crest, crowning part of a roof. 
Culika: small crest ornament. 
Damaru: a kind of drum shaped like an hour-glass, architectural element re- 
sembling a damaru with a recess in the middle. 
Danda: rod; straight section of the pillar. 
Danda-siFharika: sikharika below the raha niche at the level of the paficakarma; 
vv. 378-379. 
Darubrahma: wooden image of Jagannatha; v. 466, 469. 
Dasivedha: row of female figures on a pillar. 
Dhara: edge, chamfer; narrow frame-work, vertical or horizontal, sometimes 
decorated with beads (gundikadhara). 
Dharani sila: coping stone; v.334. 
Dharanibandha: supporting band. 
Dhvaja: flag on top of the temple. 
Dhyana: meditation; v. 455. 
Dhyanamurti: image made according to the description given in the 
dhyana; vv. 455, 465. 
Dikpala: guardians of the space-directions, 
Dirghavisama (garbha), or visamadirgha: er.larged rectangular ground-plan of a 
khakara temple; vv. 406-407, 411, 416-426. 
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Divyastamba: larg32 decorated pillar with eight vertical sections, without a 
middle strinp-course; vv. 202-208. 

Dvarabandha: door-frame; vv. 438,ff. 

Duvarapala: guardians of the door at, the sides of the threshold; v. 450. 

Gelaba: creeper or scrollwork with female figures; v. 439. 

Ganasthana, ganaksetra: place on the image panel for the secondary deities and 
attendants. PL; vv. 9, 13. 

Garbha: lit. “womb”; body of the spire above the badanta or melana. 

Garbha, garbhadeSsa: sanctum, usually called garbhagrha; vv. 450, 463. 

Garbharekha: also called pagarekha: upward movireg line from the pitha to the 
beki delineating each vertical section (paga or ratha). 

Gavaksa: winflow, on the sides; at the centre of the raha-part of the mukhasala; 
v.161. 

Ghanta, ghanti, ghantika: bell, bell-shaped architectural element. 

Ghanticala, -calaka: bell-shaped roof of the mukhasala or nisa of a pidha 
temple; vv. 221-222. + 

Ghantimala: string with a bell. 

Vajraghanti: bell in a vajramastaka. 

Gomukha: “cow’s face”, vaulted shape of the side of a khakara toof; v. 402. 

Grha: lit. house; niche. 

Grhanuraha: anurfgha recess with grhas on the sikhara; vv. 302-303. 

Grhanuratha: anuratha with grhas on the"Ssikhara; v. 284. 

Grhapatta: vertical bands below the grha, dividing the panicakarma into three 
segments below the raha; v. 307. * 

Gulma: shrub, ornamentation of the pedestal. 

Gundika: bead ornament. 

Gundika-dhara; frame of bead work. 

Harimunda: lion’s head, otherwise known as kirttimukha. 

Jalakumbhi: pillar in the form of water jars; vv. 209-210. 

Jali, jalika: network, fretwork. ` 

Jarngha: Ojiya word; derived from Sanskrit jangha: lit. leg-portion: straight 
wall-portion between pancakarma and melana or ‘badanta; on later tem- 
ples divided into two parts separated by bandhana. In Orissan terminology 
jarigha has not been uséd, because in Oriya jarigha denotes only the upper 


thigh. * 
Jalaraha: Oriya word; holes in the rahe for ventilation; in Sanskrit rahasvasa; 
v. 351. 4 


Jharabandha: sculpted ornament in the form of pendent buds; v. 171 

Jharagranthi: ornament of,a pillar top in the form of intertwined strings; v. 214. 

Kalasa: water-jar; croWning.element of the temple in the shape of a stone 
vase, symbolizing the vase of fullness (purnakumbha) which contains nec- 
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tar (amrta). 

Kan:, kanika: edge, corner, profile, pointed projection. 

Kanipitha: plinth with three mouldings one of which is a central projecting 
edge. . 

Kantha: lit. throat, neck; the circular neck-part of the sSikhara below the 
amalaka, also called beki. 

Kanthyamalaki: decoration in n the mi¢dle of the bell-shaped roof, resembling a 
necklace. 

Karna: lit. diagonal; wedge-shaped triangular ornamentation oni the edge of an 

“ element, sometimés decorated with carvings; e.g, pithakarna, on a pitha. 

Karnasimha: lion at a correr with one head and two hind parts, also called 
cirasimha; v. 359. 

Karpara; kharpara: lit, cup, bowl, skull; slightly curved stone slab covering the 
roof or the amalaka; smooth vaulted roof on Sakti temptes. 

Karusala: sculptor’s' workshop; v. ‘456. 

Kasa kharpara: kharpara tied or ‘jastened together by means of intersecting 
stones; v. 245 

Kaulabhattarakapitha: octagonal plinth, stellate ground- -plan. 

Kautuhala: .con.posite figure of animals or human beings with interlocked bodies, 
which inspire a sense of wonder; v. 442. 

Kati: the waist-part of any architectural element, usually a recess. 

Khakara: vaulted roof; temple type vith a single or double vault, used for Sakti 
temples (cf. Vaitala). The term is probably derived from kha = space, 
sky, and akara = form, the vault representing the sky. i 

Khakara-khura: where the khura has a vault-like upper curve. 

Khandakala: image in a niche filling three fifths of the, niche; v. 312. 

Khandi: Oriya term; recess, groove, chamfer, chase between two projecting ele- 
merts; in Sanskrit called visranti. 

Khanjakharpara: kharpara for big temples; v. 244. 

Khumbi, khumbika: Oriya term; diminutive of khumba, Sanskrit skambha; pillar: 
small pillar or pilaster. 

Khura: lit. hoof; the lower hoof-shaped part of the pada, the first basic element 
of the pancakarma. 

Khuragrha: niche with figures in the khura-part of the paricakarma. 

Khuravalls: scroll-work on the khura. 

Kirttikaunapa: demon as enemy of the temple, trampled upon by a dharma- 
virala; v. 182. 

Kirttimukha: “face of glory”; apotropaic motif of a lion’s face with pearls drip- 
ping from his mouth, placed above the vajramastakas; v. 449. 

Konaka: outer corner buttress of the temple from the pitha to the beki; also 
konakapaga, i.e. projecting vertical division at the corners. i 
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Kostha: grid, diagram consisting of equal squares or rectangles, for an image 
panel. PL; ହଁ 8. 

Krtyamurti: temporary image mage of clay; v. 479. 

Kumbha: water-jar, vase; second element of the pancakarma, above the khura; 
also on pillars. 

Kumbha-kalasa: also called kalasa-kumbha; type of kalasa on top of the temple; 
vv. 260b-2632. 

Kuta raha: prominent projection on the raha of a khakara temple, with a sum- 
mit; v. 421. 

Laharapidha: corbelled *roof. 

Lalitastambha: decorated large pillar with’ vertical divisions, and female musi- 
cians a$ the'lower end; wv. 199-201. 

Lasya: gentle, peaceful image; mostly for female images® PL; vv. 18, 20. 

Latajangha: wafl-portion decorated with creepers. 

Latika: creeper, scroll work. 

Lila murti: secondary imagesgrepresentifig divine manifestation as a play; v. 452. 

Mahapitha: large plinth in the shape of downward turned lotus petals. 

Mandala: central areaefor the main image in andmage panel. PL; vv. 9, 14. 

Daivamandala: place for heavenly beings in the ubper part bf the image 
panel. PL; vv. 9-10. 


Tejomandala, prabhamandala: circle of light, halo of the divinity. PL; - 
vv. 11, 15. 

Mandana: ornamentation, decoration. 

Mandana murti: decorative image; images placed in the side niches; vv. 451- 
452. 

Mandapa: pillared pavilton. 

Mangalakumbha: type of kalasa on top of the temple with a belt or girdle in the 
middle; vv. 266b-268a. 

Manijali, manijalika: decoration consisting of a network pf vajramastakas, see 
Muktesvara; vv. 292-294. 

Manjusri: ¢ype of temple: “the beautiful temple of ଣୀ (Sakti)”, based on the 
Sriyantra; vv, 362b-396. 

Maralika: frieze with geéze; v. 440. 

Marma: centre-point; v. 454 

Marmajna: “knower of the essence”; expert in silpa; v. 455. 

Melana (in Oriya melana): junction; mouldings at the junction of the vertical 
wall and the spire; also called badanta. 

Melanabho: Oriya term; small vajramastaka on top of the melana and in the 
centre of each paga.- 

. Misragarbha, misraprasada, misrarehha: Manjusri temple in which the anuratha 
is merged with the raha in the tower part of the garbha; v. 373. 
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Misrarekha: “mixed rekha temple”, Manjusri temple typg, .belonging to the 
rekha order, with vimanikas on all pagas;-v. 275. 

Mithuna: couple; v. 442. 

Mrdanga amalaka: amalaka in the shape of a mrdanga with flattened central 
profile. 

Mudraka: lit. seal; ceiling; v. 333. 

Muhant?: Oriya term; derived’ from inmuham, ‘face’: any crowning projection 
facing outwards. 

Mukhasala: front hall of a temple. 

Mukhata: Oriya term; derired from mukha, ‘face’: the top frontal projection 
(see muhanti). 

Muktapadma: pedestal of images in the shape of a full-blowit lotys, with petals 
curving upwards and downwards. 

Mundali: Oriya term; crowning part, top of any architectural élément. 

Murtikara: image-maker, sculptor; vs 640. 

Naga: serpent figure, mostly with hunfan features from the waist upward and 
with a hood behind the head; vv. 141b-164, 

Nagakanya: female naga. 

Nagamithur.a: naga couple. 

Nagaraja: ‘naga‘king. 

Nagastambha: pillar or pilaster with naga figures. 

Nandavarta: semi-circular steps; v. 448. 

Naribandha: row of female figures; v. 130. 

Narijangha: part of the jangha with female figures; \ Vv. 200 

Nartaktr: figure of dancing girl. 

Nasa: lit. nose; central vertical chase of the Konaka; vi 280. 

Nayika: female figure, see alasakanya; “ 

Janghanayika: female figures on the janigha. 

Nihsvasapatha: hole, passage for air, passing through the centre of the kharpara. 

Nisa: niche, lateral shrine on the raha, sometimes with two storeys; the word 
may either be a cor:traction of Sanskrit nisanta, dwelling, house, or a short 
form of nisa-grha, sleeping-room (from nia = night), the resting-place of 
the murtis; vv. 189-198. 

Nisadharant: pitha-supporting the niche, or Supporine pillars. 


Nisagrha: lower of the two niches on the raha. 
Nisagumpha: lateral shrine with a corbelled roof. 
Nisamandapa: upper niche. . 
Nisamurti: image placed in the niche. 

Nasapidha: tiered roof of the nisamandira; vv cab 225. 
Nigapitha: pitha below the niche: 
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Nisastamb#a: pillar, or pilaster framing the niche 

Nisakala: image filling a whole niche; v. 311. 

Nyasakarma: composition of an imageepanel; PL; v. 16. 

Pada: base, foot; thre lowest division of the temple structure. 

Pabhaga: the pada-division of the temple. 

Padaccheda: incisions in thé pada to depict lotus- -petals, ledge; cf. varéndi. 

Padma: lotus, emblem gf Surya. 

Padmapitha: lotus-shaped. plinth with a slanting doucine. 

Paga: vertical projecting division of the wall ‘andespire of the temple; corres- 
ponding to the ratha in the ground-plan. 

Pagarekha: vgrtical line extending from the pitha to the beki and delineating 
each vertical section (paga or ratha), also called garbharekha. 

Pallava: leaves, pendent leaf-ornament. 

Pancakarma: lit. the five actions (elements); the base-mouldings consisting of 
five parts; generally applied to any base- mouldings. 

Pancayatana:’ temple type with one central and four corner shrines; v. 320. 

Panijara: lit. “cage” o 1 “skeleton”; ; compositiona] diagram of the image; 
vv. 453-454, PL: v. 7. 

‘Parsvamandira: lateral temple, niche. 

Paryarikastambha: pillar in the shape of a lamp stand; vv. 211-214. 

Patala-Joka: nether world, dwelling place f the nagas. 

Patta: flange, band, with or without carving. 

Patti, pattika: fillet, narrow band. 

Phadaka: Oriya word; péndent ornamentation resembling lotus petals. 

Pheni: projecting profilescurving upwards, resembling a serpent’s hood (phana); 
cyma, often carved with lotus petals; one of the mouldings of the melana. 

Phenibandha: band of phen? ornamentation. 

Phuli: Oriya word, derived from phula, flower: roll-moulding of the melana with 
floral ornamentation. 

Pidha: temple-type with a tiered roof; horizontal course of pyramidal roof 
aligned in steps. 

Pidha-cala: roof ntéde ofs prdhas. 

Pind:i, pindika: pedestal. 

Pitha: plinthe of the temple on top of the foundation, below the pancakarma; 
base, pedestal. 

Pithika: pedestal. 

Pithikqjali: network ornamentation on the anuratha of a vajragarbha temple; 
v.” 294. 

Pithika kharpara: kharpAdra shaped like an upturned bowl. 

‘Purnakumbha: vase of plenty; kalasa-on ‘top of the temple with overhanging 
leaves: vv: 263b-266a, 
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Puruga: cosmic Man, the universal being in human form, model for the temple, 
complete in sixteen parts. 

Raha: Oriya word; lit. “path, road”; central broad vertical projection of the 
sikhara; probably so-called because it resembles a broad path leading up 
to the pinnacle. 

RahasimAa: lion placed on the front raha on top of the vajramastaka; vv. 335- ° 
340; 347-348. 

Rahaturniga: sikharika on the raha ; also called turigamandira; vv. 329-330. 

Ratha: lit. chariot; projetting divisions of the temple shown in the groundplan, 
corresponding to the pigas on-the vertical plane; e.g. pancaratha, a tem- 
ple with five projections. 

Rathamukhya: a type of temple with sikharikas on each paga; vv." 290-291. 

Rekha: north-Indian temple type with a straight spire, spire with a continuous 
curvature. The text mostly uses the masculine form rekha because it is 
identified with the purusa. 

Rekharathaka: small vimanika of pidha or khakara type; .vv. 397-400. 

Rekha: line. 

Rekhakarmagnya: drawing of lines for the tompositional ‘diagram of the image; 
PL; v, 7. 4 

Rekhanyasa: lay-out of the lines of a compositional diagram; PL v. 17; line, 
row, outline. 

Sakara: door frame or lintel; v. 313. 

Sakhibandha: lit the row of female companions (of the main deity); row of fe- 

| male figures on vhe nisa pillar; v. 381. 

Sala, mukhasala: hall, the front hall of a ternple, also known as jagamohanu. 

Sama-bhadra: square-shaped ground-plan of khakara temple; vv. 406, 409. 

Saptangugarbha: temple with two konakas, two anarthas, two anurahas and raha 
on each face, between the top of the sikharikas and the visama (Manjusri 
temple); vv. 356-387. 

Saralavarta: straight steps; v. 447. 

Saumyabhadra: square.ground-plan of the temple with stepped projections. 

Siknara: spire; sometimes applied to the entire rekha temple. 

Sikharaniéa: niche on the sixhara. 

Sikharika: miniature spires placed on different parts of the temple structure; 
also called vimanika. 

Silpa: art, architecture, sculpture. 

Silpavidya: science of Silpa. 

Silpin: artist, sculptor. 

Simhapitha: type of plinth with upward and downward triangular projections 
resembling lions’ teeth, sometinies with a lion’s figure at the corner. 

Sricakra: fundamental yantra of the Sakti tradition. 
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Stambha: pillar, coiumn, pijaster. 

Sthapaka: architect, sculptor. 

Sthapaka-tattva: architecture, principles of architecture. 

Sthapati: architect, sculptor; vv. 461-464. 

Sula, trisula: trident, on top of Siva and Sakti temples. 

Toranalaksmt: figure of gajalaksm? at therupper centre of the door frames v. 449. 

Trikarma: element with, three mouldings. 

Udaraksetra: Helly-part ‘of the bell- shaped upper roof; large central section of 
the garbha. 

Udupa-cala: raft-shaped roof supporting thé khakaru on a Vaitala temple; v. 422. 

Ugra: powerful i image; PL vv. ,18, 20, 26. 

Upapitha: subsidary plinth (pitha) below the main pitha, 

Upasikhara: mgmmature sikharas on the anartha; vv. 288-291. 

Vahana: vehicle of the deity; PL v. 12. — 

Vaitala: Khakara temple of dirghavisama type with two broad vaulted roofs, 
one above the other; vv. 416-427. 

Vajistambha: ‘pillar with a horse in the middle part; v. 217. 

Vajrabhairava: figures of Bhairavas ffanking the ‘vajramastaka. 

*Vajragarbha: type of temple with vajramastaka ornamentation -on tbe raha and “ 
anartha, creating a jali-pattern; cf. Muktesvara; vv. 292-303. 

Vajraghanti: bell in a vajramastaka. 

Vajraksetra: place of the vajramastaka; v. 344. 

Vajramunda,* vajramastaka: prominent ornament on the raha and smaller va- 
rieties of this on other parts of the temple, such as the khura, grha etc. 
The motif is of cajtya-medallion shape consisting of concentric circles or 
trefoil arches, which rest on a pedestal. It often contains a head (munda) 
at the centre, with strings of pearls issuirtg from a kirtti-mukha above, and 
flanked by various figures. Sometimes the term bho is used, which seems 
to be a contraction of bhairava. The motif serves tb protect the temple 
and render it invulnerable (diamond-like, hencé wvajra). 

Vajramudrdé: first ceiling; v. 332. 

Vajrapurusa: images of Bhairava flanking the vajramastaka; v. 343. 

Valapitha; vartulapitha: plinth containing one or two roll-mouldings. 

Valaya: lit. ring; any roll-moulding, either plain or ornamented. 

Varandi: ledge; from varanda. 

Vasakharpara: kharpara for small temples; v. 243. 

Vasanta: lit. spring; horizontal decorative band with scrollwork, top-moulding 
of the pancakarma. 

Vatusikhara: Sikharika en the, “raha of a Manjusrt temple placed inside a larger 
one, which is called the mother, sibharika because it resembles a mother 
holding a-child in her lap; v. 370. 
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Vimana: sikhara spire of the temple or the whole temple structure; lit. vehicle. 

Vimanagarbhaka: Manjusri temple with vimanikas on all the pagas; v. 371. 

Vimanamauli: temple with a crown of vimaikas (Manjusri); v. 392. 

Vimanika: miniature vimana spires as eléments of the temple structure; see also 
sikharika. 

Virala, viraja: corresponding to vyala jn other texts: imaginary composite fig- 
ure with features of a lion, elephant, deer or man, arranged in different 
combirations, which tramples on an elephant or’ demon; used primarily 
as apotropaic motif-for the temple. Placed in the recesses on the jangha. 
The word is derived fram‘ Sanskrit bidala, cat; vv. 174-188. 

Dharmavirala: virala with elephant or lion’s head, trampling on a de- 
mon. | 

Gajavirala: virala with elephant head trampling on an %ekephant. 

Mrgasimha: virala with a dee.’s horns (black buck). 

Simhavirala: virala with lion's head. 

Visamapata: plain slab, top layer of the visama; v: 353. 

Visranti: lit. ,place of rest; chamfer, chase between two projecting elements. 
See khand;; 

Visama: lit. unequal; a quadrangular shape; uppermost slanting part of the 
sikhara supporting the beki, which remains uncarved. 

Visama bhadra: rectangular ground-plan of a khakara temple; vv. 406, 408. 

Vyakta murti: manifest image; vv. 452-453. 

Vyoma-patta: topmost band of the pancakarma mouldings, with scroll work and 
sometimes with figures (see Jagannatha temple, Puri}; also called vasanta. 

Yugmabandha: ornament of the portal consisting of a pair of intertwined nagas 
(se~ Konarka portal); v. 151. 

Yupa: sacrificial post, installed after building a temple; vv. 457b-461. 

Yupakumbha: Yipa oy top of the temple in the place of the kalasa; vv. 256-260. 
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ନ 202 fare ff ଫା 477 
30 freaTITOraUT Et 434 
< PL 26 forearhuaad: arate 459 
ଫTATHATRTATST 246 freA aଙar ara 473 
afiehrfaawmsy 187 fire EartG: mre: 429 
ଖସ 424 ହମ କଫ 14 
qaTfETT aa 54 a rv 479 
୩H aT TT 56 wmgyarafaat ATT: 152 
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fas Here 22 
fg 180, 
fHETTHTTe 181 
ସ୩P FTI ୩୪ 433 
428 

୮ ffs ସ୍ଵ 23 
TRUTH 316 
AIA: ୩୩ର୍ଫଫ୩: 444 

166 

Emre far 137 
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abhaya hast& 77, 79 
Acyuta Sthapati 20, 93, 193 
adhibhautika, adhidaivika, adhyatmika 
6,9 
aesthetic theory 3 = 
Agama 12, 16, 19, 145, 191 
Agastya 11 ° 
Akarsint 157n. 
akasa 63 
alankara 67 
alasakanya 6,71 
Alexander, Christopher 1, 2 
Ambika 135 
amalaka, amalaki 6, 7„ 9, 14, 35, 
69n, 101, 107, 110, 111, 113, 
115, 125, 131, 137, 145, 149, 
153, 157n. 
kanyamalaka 110, 111 
markati amalaki 111 
mrdangamalaka 110, 111 
Anangadevi 155n° * 
Anangakusuma 155n. 
Anangamalini 155n. 
Anangamekhala 5, 155n. 
Ananta Vasudeva temple 11, 12,.-91n. 
anartha 7, 113, 153, 157, 165 
.anuraha 75, 79, 157 
, anurdha sikharika 7 
anuratha 14, 125, 137, 149 


anuratha sifhara 124, 139 
apana 10 


‘apsaras 187 


arca, arcamurti 12, 13, 175, 177 

architect (see sthapaka, sthapati) 1ff., 
13, 33, 37, 47, 53, 57, 59, 
63, 73, 17% 193 

architecture (see sthagp-tatattva) 1f.; 
9, 12, 14£.; 17, 20, 33, 37, ` 
65, 67, 113, 119, 161, 173, 
191, 193 

art 1ff., 12n., 14, 33, 169 

artist 3, 13, 33, 169, 173, 177, 179, 
181, 187 

dasana 69, 105, 119, 133, 143, 145, 
183 

Astadurga 15, 169 

astara 8 - 

Atri, acaryq of Pasupata sect 11 

aureole (see ’prabhamandala) 187 

avarana (of Sricakra) 7, 159n. 

avydkta 12, 175 

ayudha 4, 35, 119f., 

bada 91, 121, 159n. 

badanta 35, 53n., 121n., 159 

baithi 75, 101 

bandha 73, 83, 91, 173 

dharanibandha 79 
jharabandha 83 


Digitized by srujanika@gmail.com 


216 SILPARATNAKOSA 


naribandha 73 
rajabandha 19, 62 
phenibandha 83 
puspabandha 95 
sakhibandha 155 
yugmabandha 79 
bandhana 35, 53, 55n., 71n., 91, 93, 
95, 155, 159 
bhitti-bandhana 121n.; 
barns 175 F 
base (see pada, pitha) 
Baumer, Bettina 4n., 620., 12n. 
beki (see also kantha) 6f., 14, 99, 103, 
105, 107, 113; 127, 137, 143; , 
149, 153, 157, 159n., 161 ' 
bell (see ghant:) 47, 99 
bell shaped roof, (see jhanticala) 99 
bhadra 15, 53, 115, 148, 161 
bhadramcunhu, 133 
mahabhadra 159 
sama 161 
saumyabhadra 37 
Bhagavatamatarahasya 9 
Bhairava 6, 14, 125n., 141, 143, 145, 
157, 165 
Bhairava pindi 143 
Vajrabhairava 47, 141 
Bhairavayamala 7 
Bhairavi 6f., 157 
Bharadvaja 169 
bharati 103, 105 
bharavahaka 99n. 
Bhaskara 33 
BhZzskaresvara temple 12 
ohaskarya 33 
Bhattaraja 167 
bhava 189, 191n. 
bhayankara 13, 51, 187, 189 
bhitti 43, 125 
bhitti-konaka 125 
bhittipitha 36, 37, 43, 45, 53 


bhittivirala 37 
Bhoi dynasty 16 


‘Bhrngr 135 


Bhubaneswar 1,5, 17, 81n., 95n. 
bhumi, bhumika 113, 123, 125, 127, 
129, 131, 139, 157 
bhuprastaru (of Sricakra) 5, 157n. 

bhupura 7f., 155n. 
Bhuvanapradipa 14n 
Bhuvanesvari 21, 33, 153 
bindu.6ff., 159 
body: 
of the deity 21, 187, 189 
human 4, 6f., 13, 35 
of the Purusa 4 
of the sikfara 65 15, 35, 121 
of Siva and Sakti 9 
subtle body 9f. 
and the temple 4ff., 15, 35 
of the worshipper 10 
Boner, Alice 15n., 17n. 
Bose, N.K. 14n. 
Brahma 11, 12 
Brahman 33 
brahmarandhra 35 
Brahmesvara temple 11, 12, 73n., 
127n., 133n.; 135n., 145n. 
Buddha 145n. 
Buddhist symbolism 15 
caitya window 15 
caturdasara (of Sriyantra} 5, 7f., 153n. 
cakra (ofS yantsa) 5, 8f., 149n., 152, 
* 155n., 159n. 
(discus) 119, 121 « 
cala 101, 167 
, cala kunibha 101 
cala mandana 69 
calikg 103 
ghanticéla 99, 101, 105 
pidhacdla 101, 103 
Calukya style 18, 75, 99 
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Camundika Devi 135 
Canda 141 
Candravati 15, 169 
Candrika 11, 143 
caturanga 73 
caturdasara (of Sricakra) 5, 7f., 149n. 
Caurasi 19n., 161n. 
central point (see bindu, marman) 
159, 175 
of the Sricakra 5 
central projection (see raha) 35 
Chakravarty, H.N. 18n. 
chamfer (see dhara, khand:) 51, 55 
chanda, chandaka 77, 79 
cirasimha 145 
circle (central cirte of the §ricakra) 
6ff. 
circle (see vrtta, cakra) 6f., 45, 47, 
157, 159, 165, 187 
composition (see nyasakarma) 187 
compositional diagram (see panjara) 
12, 15 
conch (see ganka) 45 
corner buttress (see konaka) 121 
creation 6, 69 
artistic 3 
of the macrocosm 4 
creator (see svayambhu) 179 
creeper (see lata) 57, 71 
cula 4, 45, 71, 75, 103, 117, 127 
culikg 45, 73, 119, 155, 157 
culakhakara 159 
cult image (see arcamart?), 12 
Dakara Bibhisanesvara 77n. 
Daksinacara 135 
Dallapiccola, A.L. 3n,, 12n. 
damaru 63, 83 l 
dancing girl (see nartaki) 73 
' danda (part of pillar) 71;73;83, 115 
darsana 33 
Darubrahma 13, 179, see Jagannatha 
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dasara triangles (of Sriyantra) 8 

Dafsarathi Silpin 20 

dasivedha 93 

decorative images (see mandana) 

deva 173 

devabhavana 131 

Devagada 20, 181n., 193 

Devi 155, 157 
Devi temple 11 

Dhal,*UM. 11n. 

dhara 51, 63, 73, 95, 125 
dhara patti 63 
dhara-Stambha 81 

dharani 103, 139 

dhvaja 4, 35n., 121 

dhyana 12, 175 
dhyanamurti 12, 175, 179 
dhyanastoka 191, 

diagram 12,15, 175, 183, 191n. (see 

also panjara) 

dikpala 81 

dirghavisama 161, 165, 167 
Dirghavisama Vaitala 165 

discus (see cakra) 119 

divine figures (see murti) 85 

divine play (see lila) 175 

djuyastambha 95 

Donaldson, T. 14n., 49 

door (see dvara) 79, 81, 173, 175 
door frame (see dvarabandha) 173 

Dravida (s“yle) 18 

Durga 33, 121 

dvadasanta 10 

dvara 173 
dvarabandha 7, 122, 173 
dvarapala 10f., 175 

earth 4, 59, 81 

Ekamra-candrika 11 

Ekamra Purana 11, 12 


 )elements, five 4, 59, 67 


emblem (see ayudha) 4, 35, 119 
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emotion (see bhava) 189 
flag (see dhvaja) 4, 121 
folk image (see gramyamurti) 181 
form 4, 6, 13, 33, 179 
form-language 1 
form-elements 2 
of pu“usa 5, 33 
of the deity 6 
of temple architecture 18, 20, 157, 
159, 161, 165 
GafrparKing 26 
Gajapati Divyasimhadeva 20 
gajasimha 79n. 
ganakridaka 135 
ganaksetra 187 
ganasthana 183 
Ganapati 33 
ganasakti 5, 159 . 
Gandharva 173, 187 
gandi 15 °“ ” 
Ganesa 121, 135 
Ganesvarpur 93n., 129 
Ganga king Narasimhadeva I 11 
Gangesvari 165n. 
Ganguly, Mano Mohan 10 
garbha 5f., 15, 35, 41n., 45n., 49, 
75, 85, 117, 121, 125, 127, 
131, 137, 139, 149, 153n., 
157, 159, 161, 165, 175, 177 
garbhadesa 175 
garbhaka 117 
narbharekha 85, 105 
garbhagrha 4, 6, 175 
Gauri (temple) 18, 161n. 
gav#Rga 81, 97n. 
ghanta 59 
ghantakhura 57 
ghantamalakt 107 
ghanti 55, 99n., 101, 107 
ghanticalaka 99, 105 
ghantika 55, 137 


ghantimala 47 - 
goddess (see devi) 135, 155, 157 
Gopala Tirtha Matha 21 
gramyamurt: 181 
grha (see niche) 4, 9, 75, 127 
grhanuratha 129 
grhavajra 131 
gulma patta 91 
gulpha 35n. 
guna 4, 13, 35, 189, 75 
sattva, rajas, tamas 4f., 13, 35, 
189 
gundika 73, 83 
gundika dhara 63, 73 
guru 2, 47, 57, 73 
Hara Parvati 135,186 
Haridasya 135 
Jarimunt'a 47: 
havisya 177 
Hemakita (temple) 161n. 
iconography 9, 13 . 
image (see murti) 4f., 10, 12f., 133, 
141, 143, 145, 175, 177,179, 
181, 183, 187, 189, 191 
image-making, see sculpture 
image foi worship (see arcamurti) 
177 
Indra 12 
Indresvara 10, 12 
ista devata, istamurti 47, 137 
jagamohana 10, 11, 18 
Jagannatha (see Purusottama) 13, 
]6, 469, 179, 193 
Jagannatha image (see Darubrahma) 
Jagannatha temple 17, 19, 43n., 
63n. 
jalakumbhi 97 
jalaraha 143 
gjalika 129, 131 
jangha 7, 25, 65-67, 69, 83 
janghadanda 93 
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janghamantlana 159 

janghanayika 71 

janghapada 65 

janghapatta 65 

janghapatti 65 

janghasikharika 73 

janghavala 65 

jangha vimanika 71 
jharabandha 83 

jharagranth: 97 

jharaphadakg 95 
Kalarahang®, Jalesvara temple 97n. 
kalasa (see qlgo kumbha) 4, 10, 35, 

69, 83, 115, 117, 119, 131 

Kolavati 11 


Kalinga (see algo Békala, Opissa) 127, 


153. 
Kalinga style 18; 161 
kamalabhaga 39 
kamalapithika 107 
Kani 43, 63, 93, P11, 155 
vartulakani 43n. 
kanyamalaka 110, 111 
kanika 4, 39, 43 
kantha 14, $5, 105 (see also beki) 
kanthyamalakt 107 
kapala 35 
Kapila Samhita 11 
karnasimha 145 
karnavirala 173 
karpara 35, 107 
karusala 177 
kasa kharpara 109, 111° 
Kasyapa 17f. 
kat: 41, 43, 49, 59 
kaula 153n. 
Kaula temple 153 
kauttihala 173 
Kaviraj, Gopinath 5n,, 9n. ' 
Keith, A.B 2 
khakara 55, 57, 127, 159-167 
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khakara sikhara 69 
thandakala 133 
khandi 55, 75 
kharpara 107, 109, 111, 113, 117 
khanjakharpara 111 
vasa kharpara 109, 111 
khilana 175 
khondalite (kundika) 483 
khumbikg.69, 71 
khura;4,°10, 49, 55, 59, 79 
earth tattva 4 
khura khumbi 57 
khura pada 55, 57 
khurapatti 55, 57 
khuravala 59 
khuravallt 57 
khuragrha 9, 10, 57 
Khardha, Raja of J6. 
Kinnara 45, 47n., 187; 47n. 
kirttikaunapa 87 ° ~ 
kirttimukha 175 
konaka 7, 57n., 75n., 85n., 113, 121, 
123, 125, 127, 129, 131, 133, 
137; 143, 149, 153n., 157, 
165, 167 
konakabhumi: 167 
konakagarbha 121 
konakapaga 127, 129 
Konarka temxyle 1, 11, 17, 53, 77n., 
79n., 87n., 91n., 93n., 95n., 
171 
Mahagayatri temple 71n., 8in., 
kosa 1, 2, 35; 191 | 
kostha 183 
Kramrisch, St. 3n. 
Krsna-hla 63 
Krtayuga 179° 
Krti and Vasa, the story of demons 
` 11 
jksetra 11, 85, 169, 183 
Ekamra Ksetra 11 
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ksetrapa 85 
ksuraksetra 57 
udaraksetra 105 
kulacara 37 
kumbha 4, 63, 59, 79 97n. 
cala kumbha 101 
dadhilwimbha 115 
kumbha haiasa 115, 117 
kumbhakarna 59 
kumbha-mangala 115 
kFumbhamuidraka 59 
kumbhapada 59 
kumbhapatt: 59 
kumbh: 99n. 
kumbhika 131 
madhyagarbha 59 
mangalakumbha 119 
purnakumbha 115,117 
yupakumbha J 15 
kundalint sak? 10 
Kundesvara temple 121n. 
kundika 183 
kusmanda 167n. 
kuta 18, 165 
Lad Khan temple 18 
lahara 139 
laharépidha 131 
Laksmidhara 7, 9, 8n., 153, 159 
Lakuliéa 10, 47, 143 
lalitakrti 157n. 
lalitastambha 90, 93, 173 
lasyc 187 
type of expression’ 5 
lasya vigraha 189 
lat *,/angha 67 
sla 63, 175 
lilapatta 62 
linga 9ff. 
lingapuja 9 
Lingaraja temple 17, 45, 63n., 85n., 
87n., 145 


Lingaraja Natyc.mandira 49n. 
lintel (see sakara) 133, 135, 173 


Jetus 7f., 10, 31, 39, 49, 55, 69, 77, 


79, 95, 99, 101, 105, 107, 
119, 125, 173, 189 
lotus pedestal (see kamalapithika) 
107 
macrocosm 4" 
Madhavananda 21 
Mahabalipuram, Rathas of 18 
mahabhadra 159 
Mahabhaskara temple 'i7 (see also 
Konarka) 
mahabhutas 4 
Mahagayatri Temple (see Konarka) 
maharajnt 12 
Mahatmyvas 11 
Mahendrimandalr 19, 191 
Mahisamardini 135 
makara 45 
Man (see purusa) 33 
mandala 157, 183, 187 
daivamandala 183, 187 
tejomanfdala 187 
mandana 12, 97, 175, 187 
mandapa 99 
mangalakuimbha 119 
manifest image (see vyakta murti) 
175 
manijalika 129 
Manikesvari 181 
ManjuSsri 5, 7, 19, 149, 153, 157, 159 
Mansingh, Mughal commander 17 
Manu Svarocisa 179 
maralika 173 
marmajna 175 
marman 175 
marriage of Siva and Parvati 9f. 
matimurt: 6 
Maxwell, T.S. 3 
Maya 17f. 
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meditation (seg dhyana) 12, 175 
Meghesvara (temple) 81n. 
mekhala 8, 119° 
melana 7, 65, 83, 121, 123, 125, 127. 
131, 137, 139, 141, 149, 159n. 
raha melana 137 
melana, melanabhp 125, 
Meru Kailasa temple 127 
meruprastdara (Sriyantra) 5f., 9, 155n., 
159n. 
Merupuja 9 
microcosm %, 6 
miniature spires, see vimanikas 
misragarbha, misrarekha (see Manjusr1) 
5, 153 
misraprasada }59 
mithuna images 173 
Mitra 135 
Mitra, Debala 12 
Mohapatra, K.N. 16n. 
mrgasimha (type of virala) 85, 87 
mudraka (ceiling) 59n, 139 
Muguni (stone) 183 
muhant: 51, 93, 99 
mukhasala 35n., 11, 115 
mukhata 49n., 51n. 
Muktesvara {temple) 67, 75n., 129, 
143n. 
Muktesvara mukhasala 103n. 
munda 99 
mundal: $3, 95, 97 
murt: 10, 85, 93, 133, 177 
murtibandha 53 
murtikara 177 
murtikgetra 186 
arcamurt: 12f., 177 
nad? 10 
naga 5, 10, 71, 77, 79 
nagabandha 81 
nagacchanda 79 
nagakanya 77 
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nagamaithuna 77n. 
nagaraja 77 
nagasankuli 77 
nagastambha 9, 71, 75n., 77, 79, 
83n. 
, nagi 9 
nandavarta 175 
Narayana Dvija 20 
naribandha 73 
navijangha 73 
nartaki 73 
nasa 125 
Natamandira 53n., 55n., 95n. 
navagraha 175 
nayika 71 
niche (see grha, nisa) 4, 9f, 18, 57, 
59, 73, 75, 79, 81, 85, 91, 
93, 97n., 99, 127, 129, 133, 
135, 137, 155, 157, 175, 177 
nihsvasapatha 111° 
Niranjana Mahapatra (Sthapaka) 15, 
167 
nisa 9f., 85, 89, 91-93, 101, 135n., 
137 
nisadharani 93 
nisagrha 91 
nisa gumpha 91 
nisakala 133 
nisapidhns 99n., 
‘nisEpitha 93 
nisastambha 91, 93 
Nityas 157n¢, 
Nityasodasikarnava 157n., 
Nrsimha 169 
nydasakarma 187 
nydasasutra 191 
Orissa, Udradesa 1, 10f.. 14ff., 59n., 
99, 159, 169n., 191, 
Orissa, sthapatis 2 
Orissan temples 1, 5, 14, 17, 49n., 
59n. 
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pabhaga 63, 65, 91, 113 (see also 
pancakarma) 
pada 4,41, 43, 51, 55, 75 
padaccheda 43, 65 
padapatti 49 
pada pitha 35, 39 
padma 51°93, 119 
padmaksetra (see Konarka) 53 
paga 49, 85, 87, 105, 125 
paga rekha 105 
pala os 
pancakarma 4, 7. 19, 35, 53, 55-693, 
93, 133 
panicaratha (temple) 181, 141 
pancayatana temple 135, 167 
Pancapandava temple 129n. 
panjara 12f., 15, 175, 183 
Panini 3 | 
Panigrahi, K.:C. 10f. 
papapurusa 87° 
parsvadevata 175 
parsvamandira 91, 135 
Parvati 9f. 
Pasupata 11 
Pasupatinath (temple in Nepal) 9 
pata 91 
pdatala loke 81 
patta 4, 19, 41, 43, 53, 59, 63, 75 
pattaka 161 
pattasana 73 
patti: 49, 59, 71, 83 
pattika 51, 57 
pedestal (see pada, pititika) 75, 187 
phadaka 95 
phe: 7 125, 135, 137 
® Dhenibandha 83 
phenibhaga 91 
phenipatta 121 
phuli 121, 125 
pidha 33, 49, 103, 115, 135, 137 
pidha bharati 131 


pidhacala 99, 1C:1, 103 
pidhatala chatrakrti 103 
pidhakhakara 159 
pidha Sala 167 
pidha sikharika 69n. 
samapidha 103 
pilaster (see khumbika) 59, 69, 71, 
75, 88 yr 
pillar (see stambha) 2, 18, 49, 59, 
71, 75, 79, 83, 91, 93, 95, 
97, 99, 115, 133, 155, 173, 
° 187 
pindi 107, 113, 119, 165 
pindika 133, 143, 
pingala 10 
pitha 7, Qf., 33,2%°45 
catiptin 39, 41n., 53, 58 
garbhupitha 43n., 
kaulabhattaraka pitha 52, 53 
kanipitha 43 
mahapitha 39, 42-45, 49 
muktapadma pitha 41 
padmapitha 39, 41 
pithadhara 51 
pithagrha 9f. 
pitha jangha 53 
pithakdrna 49, 51 « 
pithakati 41 
pithamuhanti 49n. 
pithapadma 49 
simhapitha 39, 49, 51 . 
upapitha 55 
valapithG 50, 51 
vartulapitha 41 
pithika 69, 75, 83, 129, 133 etc 
pithikajali, 129 
pithika-kharpara 109, 111 
playful maidens (see alasakany2) 71 
plinth (See pitha) 7, 33, 37, 39 
poetry 1, 57, 67 


‘prabhamaridala 187 
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Pracanda 141 
prana 10 
prana sutra 189 
prasada 141 
purusa 4, 14 
prasadamurti 12f., 173 
Pratimalaksana 13, 15f., 19f. 
pratirupa 187, 
Pratistha-Laksana-Sara-Samuccaya 15 
puja mantra 11 
Puranas 191 
Puri 20, 179 
Puri, Jagannatha temple at 17 
purnakumbha 115, 117, 
purusa 3f., 33, 121, 159, 179 
purugsa, form £ 5 
temple qs 3ff., 32 
Purusottama 13, 16f°, 169 
Purusottama Deva, Gajapati ruler 
of Khurdha 15 
Purusottamae, holy fields of (see 
Puri) 179 
Pusan 135 
puskara 55 
puspabandha 95 
raha 4, 7, 9ff., 15, 33n., 35, 45n., 
49, 84n., 129, 138, 135, 137, 
139, 141, 143, 145, 149, 153, 
155, 165, 167, 
kutaraha 167 
rahahhairava 145 
rahapatta 131, 143 
raha pitha 133 
raha Sikhara 6, 149, 153, 157 
rahasimha 139, 143, 153n. 
rahasvasa 4, 143 , 
rahatunga 137, 139 
rajabupdha 19 
Raja Purusottamadeva 1°16 
Rajarajesvari 10, 12, 19,21 
Rajarani temple 5, 9ff., 21, 67n., 63n., 
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73n., &81n, 85n., 87n., 145n., 
147f., 149, 151f. 
rajas 4f., 35, 75n. 
Ramacandra Kaulacara 15ff., 165 
Rao, D.N. 25 
rasa 157n., 
ratha 15. 18, 131, 143 
pancaratha 37n.. ¥29, 131, 141 
rathamukhya 127 
sgpfaratha 157 
triratha 37n., 571., 165 
Ratnagiri 77n. 
rekha temple 4f., 33, 35, 65, 75, 115, 
125,.149, 153 
rekharathaka 159, 161 
rekhasikhara 89, 161n. 
rékhakarmanga 183 
rek&anga 15¢, 
rekhanyasa 187 
rhythm 9 
rupa 157n., 187 
Sabara (tribe) 181 
Sadangayuvat1, group of associated 
Saktis 5, 155 
sahana (type of stone) 183 
sahasrara 10 
Saiva (temple, ascetics) 9f., 12, 135 
Siva Linga 10 
sakara 133, 135, 173 
sakhibandha 155 
Sakti 5, 7, 11, 121, 165 
Sakti templel 135, 165, 167 
Saktism 19 
sakticakra 7, 9 < 
sala see also mukhasala 53, 63, 101, 
103, 111, 137 
salajangha 65 
sama khakara 161, 162 
samacila 167 
isamaya (mode of worship) 153n. 
samharakrama (Sricakra) 9 
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sanctum (see garbhadesa) 175 
sandstone (see sahana) 183 
sSankha 45 
saptarigagarbha (Manju$sr1) 5, 157 
saptaratha. see ratha 
Sarala Mahabharata, Oriya epic 11 
saralavarta 175 
Sarasamuccaza 15 
Sastra 1, 14, 19, 37, 49n., 57, 59, 
105, 175, 191 
Sastn iF Sanabasiva 14n. 
sattva 4f., 13, 35, 75n. 
saumya bhadra 37 
Saundaryalahari 7n., 9, 153, 159 
Saudhikagama 15 
sculptor (see murtikara) 177, 183 
sculpture 3, 12, 15, 33n., 77, 133n., 
173, 181, 187 
Siddhesvara temple 11' 
sikhara 4, 6~ 10; <5, 18f., 35, 53, 57, 
59, 63, 65, 67, 69, 71, 75, 
83, 87, 91, 113, 115, 121, 
125, 127, 129, 131, 137, 139, 
141, 149, 153, 155, 157, 159, 
161 
anarthasikhara 143 
anurathasikhara 124, 139 
dandasikharika 155 
jarighasikhara 69 _ 
khakarasikhara 69 
rekhasikhara 89, 161n. 
dikharagrha 73,  ~ 
sikharajangha 67 
sikharika 5, 7, 57, 67, 69, 81, 87, 
113, 127, 149 
sikharakhakara 161 
sikharanisa 85 
upasikhara 127 
_  vatusikhara 153 
Silpa 1, 3, 15f., 33, 37, 69, 87, 159, 
161, 177, 183 


Silpanga 15, 18 
Silpavidya 33 
Silpagama 15, 145 


fSjlpa Prakasa 15, 18, 121n., 161 


Silparatna of Srikumara 14n. 

Silpasarint 15, 111n. 

Silpasastra Jff., 18, 33, 69, 179 

silpin 2, 39, 1#9, 189 | 

simhagaja (see virala) 139 

Simhanatha temple 59n. 

Siva 6, 9, 47n., 143, 165 
Siva Natardja 8, 9 < 

sivapatta 143 

Siva temple 93, 119, 135, 165 

Sivacakras (of Sricakra) 7,9 

Sivalinga 9, 13 

Skanda #35 

godasaka 

Sodas (Devi) 5, 157 

Somavamsi king 11 

space (see vyomang 4 

spanda 9 

square (see sama) 161 

Sri 5 A 

Sricakra, Sriyantra 5, 7 9f., 12, 19, 

148,*153n., 155 

Sriyantra Meru 9 

Sriksetra (Puri) 15 

Srividya 11f. 

srstikrama 9 

stambha 87, 99n., 187 
bharastambha 99 
divyqitdmbha 95, 99 
lalitastambha 93 
nagastambha 9, 71, 75n., 77, 79, 

83n. 

nigastambha 91, 93 
paryankastambha 97 
stambha anuraha 75 
stambhabandha, -bandhang 83, 
stambhapada 71, 83 
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Sthala Puranatll 

sthapaka 33, 37, 43, 177, 191 
sthapaka tattug83, 37 

sthapati 2, 13f., 18, 169 

sthula sarira 4 

Sukra 17f. - 

Sula, trisula 119, 121 

Sun (Bhaskaresvara temple) 12, see 


also Surya 
Sun temple of Konarka 11, 53n., 55n., 
o o 
81n. 
Surya 119 


Surya temple 135 
Suryavam$si Gajapati dynasty 16f., 
169 
susumna 10° 
sutrgkarma 187 
Svapnesvara. 15, 169 
Svarnadri Mahodaya 11 
svayambhu 179 ° 
symbol, symbolism, symbolical 1, 3f., 
6f.s 9f., 13ff., 33, 63, 67n., 
87, 177 
of the temple 1, 3f., 6 
of warship 7 
of Visvakarman 13 
talagarbhika 9 
tamas 4f., 35, 75n. 
Tantra 10, 135 
tattva 4, 33, 59 
temple 1-21, 32.33, 34, 41, 51, 55. 
59, 67n., 71n., 73n., 81, 85, 
87„,91, 93n., 111, 113, 121, 
125, 127, 129, 131, 133, 135, 
137, 139, 144,143, 145n., 
149, 153, 155, 15/7, 159, 161, 
165, 167, od 173, 175, 
177, 179, 1819 ` ' 
as purusa 32 . 
rekha temple 5, 35, 65, 75, 115, 
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125, 127, 131, 137, 143, 149, 
153, 159 
stellate temples at Bautih 53n. 
triratha temple 57n., 465 
torana 187 
* toranalaksmi 175 
tradition 1ff., 9, 13, 15, 241., 37, 179, 
181, 187 
arjgetic 3 
Crissan 5, 16f., 
Srividya 11f. 
puranic, 19 
triangle 103 
of Sricaksa 7f., 153 
trikarma 65, 93n. 
trikarma bandhana 71 
trikarma mandana 67 
trikarme. pindske 67 
trikarma upapitha 53 
trikona 7ff., 155n., see‘Also triangle 
Tripura, Tripurasundari 5, 153. 159n. 
trirathaka temple 165 
trisula, see Sula 
trivalaya (Sricakra) 7, 45n. 
trivartula vajramunda 45 
Trivikrama 135 
tuyngamandira 139 
udana 10 
Uddyota Kes-~ri 11 
Udradesa, see Orissa 
ugra 5, 13, 187, 189 
unmanifest bee avyakta) 175 
upadevi 155 
upapitha 55 
uparatha-sthala 127 
Upasaktis 157 
Upendra Bhanja 18 
Utkala 169, 179 (see also Orissa) 
Vadabhi Silpasarint 15, 165, 169 


Vadabhi (temple) 18, 165 


Vagdevi 157n. 
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vahana 187 
Vaidehisa Vilasa 18 
vairdjarupa 3 
Vaisnavism 19 
Vaitala 18, 161, 165, 167 
vajra 14f., 139 
Vajrabhaitava 141 
Vajragarbha temple 124, 129, 131, 
( 153 
vajraghant: 47 
vajramastaka, (ujramunda 5, 14f., 19, 
4449, 57, 79, 131, 137, 141, 
143 
vajranga 143 
vajraculika 45. 137 
vajraksetra 139 
vajramandala 137 
vajramudra, 139 
vajrapitha 139 
vajrapuru¢n I4'i 
vala 39, 51, 69, 91 
valaya 53, 71, 97, 155n. 
Vamacara 135 
Varaha 135 
Varahi (temple) 18, 135, 161n. 
vardandi 65 
vasanta (pe{ta) 4, 19, 63 
Vasini 157n. | 
vastu 14 
Vastusutra Upanisad 13, 15, 175n., 
177, 183n. | 
Vasudeva Tirtha 21 
vata 183 
vayu 63 
veh’, see vahana 
Vibration, see spanda 
vimana 33, 53, 55n, 69, 157 
vimanagarbhaka 5, 153, see Manjusri 
Vimanamalini temple 19, 161 
Vimanamauli (see Manjusri) 5, 157 
vimanika 5, 18, 41n., 97, 159 


vimanika-grha TB 
Virabhadra 135 
Yirajamandali 19, 191 
vrala 5, 73n.. 4287, 91, 173 
dharmavirala 87 
gajavirala 85, 87 
simhavirala 8 
viralapindhi 87 
visama 7, 35, 103, 143, 165, 167 
visama bhadra 161 
visamadirgha ({hakara) 165 
visima khakara 1638. 
Visnu 10ff., 119, 165 . . 
Visnu temple 49, 135-165 
visranti 55, 73 
visrantimandsfa §7 
Visvakarkan 8, 17f., 33, 127, 175, 
179, 183, 193 
Visvakarman (author of Silpa Sastra) 
18 
visvakarmanga 187° 
vrtta 6f., 159 
vyakta murti 12, 175 
vyoman 4 
vyoma patta 63 
wall (see bhitli) 125 
water 4, 59° 
water pot (see kumbha, kalasa) 4, 97 
wind (see vayu) 4, 63 
yaksas 173, 187 
Yama, Yamesvara 12, 81, 95n. 
yantra 5f., 159 
yoginis 154n? 
yugmabandha 79 
yupa 13, 115, 177 
yupakumbha 115 
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Rajarani garbha, view from*north-west, 

(vv. 363 - 373) 

Sriyantra Meru 

Rajarani: dandasikharika with négastambhasw 
and marriage scene of Siva and Parvati 

below the western nisa (v¢. 378 - 380)° 


“wuRajarant: nisa pillar with sakhibandha 


{northern nia) (v. 381) 

Rajarani: souf= pijhagarha below the nisa, 
“atorship of Sriyantra in Meruprastara 

South pithagrha with vajramunda 

Rajarani: north pithagrha below nia, 

worship of Sivalinga by ascetics 

Rajarani: Siva Natarajasin khuragrha, 

south-west konaka 

Rajarani: Parvati dancing in khuragrpa 

Sama Khakara: Gangesvari, Bayalisbati, north 

Dirghavisama Khakara: Vaitala, south-west 

(v. 411) 

Visama Khakara: Varahi Temple, Chaurasi, 

west (vv. 412-414) k 

Varahi Temple, crowning part, 

view from east (v. 413) “ 

Vaitala, view from north-west (vv. 416°-427) 

Vaitala, khakara roof (vv. 422 - 423) 

Door to the Sanctum, Muktesvara Temple 
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8 Lingaraja Temple from north-east 
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11 Parvati Temple, jangha,*view from south-west 
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13 Nisa, Brahmesvara Temple (vv. 190-198) 
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15 Pidhacala of Sala. Muktesvara Temple from south 
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16 Vajragarbha: Muktesvara Temple from north-east (vv. 292-300) 
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17 Vajragarbha jangha, Muktesvara Temple 


ELE 


Ft 


Ee 


re 


Bo 1 #&a 


£ ° 2 a ଏ By Si NS 
Daa CG ` agate 


୮] 


PL a RE rT 


RAE SEES Raa CEA 


ହ୍‌ . 
Fs Sha ea 
Or rors > 


emma 
= < = . ¢ D 
I - Lo ata i al pe 
ଧି r : £ f 
f ; AO A 
meen . i — ଶା £ 
ec Vo EE ss EE ee 7 ae i ies 
ie ” meth, Ki S 
4 J» 


NC 
EXT ETK AEE Cr = 


Se Sh er Ant 


ର 3 LN Lo ନୟ 


we mA Rf 


CLC CLI LLLAL i" 
r n 


18 Vairamastaka on Muktesvara Temple Gouth), RGN a a 


19 Manjusri: Rajarani Temple, view from north-west 
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20 Raijarani: garbha with cinanikas south (vv. 363-373) 
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25a Rajarani: south*pithagrha below the nisa. worship of Srivantra in Meruprastara 
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.30 Dirghavisama Khakara: Vaitala, south-west (v. 411) 


rr 
3 


ନଭ 


31 Visama Khakara: Varahi Temple. Chaurasi, west (vv. 412-414) - 


42 Varahi Temple. crowning part. view from east (¥. 413) 


33 Vaitala, view from north-west (vv. 416 -427) 


34 Vaitala, khakara roof (vv. 422-423) 


35 Door to the Sanctum, Muktesvara Temple (vv. 448-4502) 
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